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TS A TIME OF NEW 

beginnings here at VIDEO 

WATCHDOG. This 10th issue in- 

corporates a few important 
changes, made by popular dernand, that promise to 
make VW a more satisfying and useful read than ever 
before. 

The most significant improvement is that, finally, 
VW is “going laser.” We've featured descriptions of 
new releases on disc before, and qualitative reports 
passed onto us by informants, but we'd be the first to 
admit that our coverage up to now has been incon- 
sistent. Quoth the raven, “Nevermore.” This past 
holiday season—which launched such serious col- 
lectibles as deluxe boxed sets of FANTASIA, TERMI- 
NATOR 2: JUDGMENT DAY, and the newly 
expanded ALIENS—the laserdisc medium achieved 
a level of commercial maturity that is simply too sig- 
nificant to ignore. Beginning with this issue, our 
“Video Around the World” section will be followed by 
a separate “Laserdiscs” section devoted to new re- 
leases, both American and Japanese imports. Natu- 
rally, we'll continue to cover cassette releases be- 
cause, face it, many films of interest aren't likely to hit 
laser for sorne time. 

Another change concerns our handling of letters. 
We've noticed that our correspondents come in two 
types: Informants and Commentators. Both are 
equally important to us but, till now, our Commenta- 
tors have been given less than their fair share of 
exposure in “The Letterbox” (which, incidentally, is 
always the first target for pruning around here when 
a feature article runs long). From now on, news bites 
sent by our Informants will be featured in “Watchdog 
News,” under the heading 'Doa BITES. “The Letter- 
box” will continue as the letters column it's always 
been, but will now focus on reactions to previous 
issues and queries that warrant a public reply. As 
always, all published correspondents will be re- 
warded with a spiffy “VIDEO WATCHDOG Informant” 
button, ideal for attracting attention in video stores 


everywhere! 


We're also introducing to VW a special sidebar, 
containing the addresses and telephone numbers of 
mail order companies whose tapes are reviewed in 
the current issue, as well as sources for acquiring 
import tapes and discs. In this case, “popular de- 
mand" was a single sensible letter, which shows that 
an old 'Dog of 10 can still be taught new tricks. 


1 wanted you to be the first to know... 

On January 17, 1992, 1 officially resigned my 
“Video Watchdog" column from GOREZONE maga- 
zine. Ithas appeared in GOREZONE since its very first 
issue, and its final appearance is in the twenty-first. 
Unfortunately, the time required to research and 
produce VW on a bimonthly schedule makes it im- 
possible to devote the necessary time to an addi- 
tional column. I'm extremely grateful to Tony Tim- 
pone—also to his respective associates J. Peter Orr 
and Michael Gingold—for giving the column its sec- 
ond home, for their enthusiastic support of it, for 
their patience with my late deliveries, and for the 
publicity they have generously extended to this 
magazine. 

Just as the “Video Watchdog” column was the 
foundation for this magazine, VDEO WATCHDOG is 
about to become the foundation of Video Watchdog 
Books. Our first publication, appropriately enough, 
will be THE VIDEO WATCHDOG BOOK—a compilation 
of all 32 “Video Watchdog” columns, including the 
long-unavailable VIDEO TIMES entries. Each column 
will be fully revised and updated, and illustrated with 
rare stills from the same collections which grace this 
magazine. The book will also contain a healthy 
assortment of all-new material, including not only 
an index of the book's contents, but—hold onto your 
hats!—a Vw Index covering the first two years (12 
issues) of publication! You'll find more information 
on our inside back cover. 

Now grab your remotes and step ahead. This 
Laserdisc issue is loaded to play. 


€060606000000000000000000000000000000000009€0 Tim Lucas 
[E ORO GES SEES 5 SS ومومو‎ 
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WATCHDOG NEWS 


PHIL HARDY 


URUM PRESS 
(UK) has finally pub- 
lished the long- 
awaited, revised and 
updated editions of THE AURUM 
FILM ENCYCLOPEDIA: THE WEST- 
ERN and SCIENCE FICTION, first re- 
leased in 1984. Edited by Phil 
Hardy, these essential reference 
tools were briefly issued in the 
United States by The Woodbury 
Press, as THE ENCYCLOPEDIA OF 
WESTERN MOVIES and THE ENCY- 
CLOPEDIA OF SCIENCE FICTION 
MOVIES. Woodbury, an imprint of 
B. Dalton Booksellers, did not 
advertise or distribute the books 
outside of B. Dalton stores, and 
their supplies ran out just as 
Hardy's THE ENCYCLOPEDIA OF 
HORROR MOVIES (Harper & Row, 
1986) appeared to make all three 
eminently collectable as a set. 
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SCIENCE 
FICTION 


THE WESTERN adds only 10 
pages to Hardy's original survey, 
all for the intervening years of 
1984-90. Apart from the signifi- 
cant additions of SILVERADO, the 
YOUNG GUNS films, and DAN- 
CES WITH WOLVES, the new en- 
tries mostly chart a disheartening 
trend of half-Westerns, like RUS- 
TLER'S RHAPSODY (1986), THE 
THREE AMIGOS! (1987), and 
BACK TO THE FUTURE, PART Ill 
(1990). Disappointingly, none of 
the hundreds of legitimate titles in 
Appendix 8—an exhaustive listing 
of “All Other Sound Westerns"— 
have been incorporated to the 
main text, though several (Mario 
Bava's THE ROAD TO FORT 
ALAMO or Joaquim Romero Mar- 


New! 


THE 
AURUM FILM 


Vol.1: THE WESTERN 
416 pages, £30 


480 pages, £30 
Edited by Phil Hardy 


Available from: Aurum Press, 
10 Museum Street, 
London WC1A 1JS, England 


chants CUTTHROATS NINE, to 
name two) are plainly deserving. 

Covering a far healthier genre, 
the updated SCIENCE FICTION vol- 
ume is longer by a whopping 62 
pages, adding to its previously 
published 1985 chapter such titles 
as THE ADVENTURES OF 
BUCKAROO BANZAI, C.H.U.D., 
ICEMAN, and GODZILLA 1985. 

Some older listings have also 
been updated (PIRANHA II: THE 
SPAWNING now mentions that 
James Cameron went on to do 
THE TERMINATOR... and ALIENS 
and THE ABYSS), but several er- 
rors in this “revised” edition have 
been left uncorrected. 


ENCYCLOPEDIA 


Vol. 2: SCIENCE FICTION 


An afternoon with the book 
uncovered these: FRANKEN- 
STEIN (1931) refers to *Terence 
Fisher's quartet of films for Ham- 
mer that began with CURSE OF 
FRANKENSTEIN and ended with 
FRANKENSTEIN MUST BE 
DESTROYED”; I WAS A TEEN- 
AGE WEREWOLF is represented 
by a still from a Mexican film; 
ATOM AGE VAMPIRE perpetuates 
the false legend that Mario Bava 
produced it; KISS ME QUICK is 
incorrectly attributed to Russ 
Meyer; and Ein Kaefer Geht 
Aufs Gange (1971) claims that 
the film and its sequels were re- 
stricted to the German market, 
though it played here as SUPER- 
BUG. The new pages—written by 
Ken Newman (NIGHTMARE MOV- 
IES)—continue the tradition: Jeff 
Goldblum's role in THE FLY 
(1986) is now “Oscar-nomni- 
nated." There are also inconsis- 
tencies between volumes, such as 
two conflicting verdicts on 
Fisher's FRANKENSTEIN AND 
THE MONSTER FROM HELL 
(1973); SCIENCE FICTION brands it 
“a routine film,” while HORROR 
acclaims it as “a pivotal work in 
the genre”. 

Despite the occasional errors, 
biases, and inconsistencies of 
these books, the fact-to-fudge ra- 
tio is stacked overwhelmingly in 
their favor. No self-respecting film 
library should be without them. Of 
the two volumes, the SCIENCE FIC- 
TION book is particularly recom- 
mended for its coverage of the 
early silent trick films—perhaps 
the most complete document of 
its kind ever published. 

No US release is yet set for 
these books, so interested readers 
are advised to order them directly 
from Aurum Press, now, while 
supplies last. A revised, updated 
edition of Hardy's HORROR Ency- 
clopedia—the greatest and most 
influential of all books on the sub- 
ject—has been announced for 
Spring 1992 release. 4 


"Doc BITES 


Years before DEAD RINGERS, David Cronenberg blended 
weird surgeons and art galleries in SCANNERS (1981). 


Canadian Cut-Ups 


AST SPRING, 
L Malo Video issued a 

new video edition of 

David Cronenberg's 
SCANNERS to coincide with the 
theatrical release of SCANNERS 
Il: THE NEW ORDER. | was horri- 
fied to find that Malo had simply 
used the old Astral Video master- 
tape, which was struck from a 
print that looked like it had several 
hundred passes on it. The best 
source for this title remains the 
Embassy/Nelson Entertainment 
tape and disc (struck from the 
same master as the long out-of- 
print CBS/Fox version). Malo has 
also issued a new version of THE 
BROOD. Astral's BROOD is 
murky and ugly, and the Ontario 
cassettes were cut in accordance 
with the Canadian Board of Film 
Censors' rulings. 

There is a srnall omission in 
the Canadian cassette versions of 
John Carpenter's CHRISTINE 
(1983). Approximately 57m into 
the film, just after Arnie (Keith 
Gordon) and Leigh (Alexandra 
Paul) find Christine vandalized, 


there's a scene of Gordon discuss- 
ing what has happened with his 
parents. The final 30s of this scene 
are missing. In this bit of film, 
Arnie's father demands that he 
apologize to his mother but is 
stopped short when Arnie grabs 
him by the throat. It's a brief but 
significant omission because, 
without it, Carpenter doesnt 
spend much time charting the 
character's transition from wimp 
to jerk. The scene's deletion must 
be accidental; the scene appeared 
intact when CHRISTINE was 
shown on First Choice, the Cana- 
dian Pay TV network. 

1 avoided watching EXORCIST 
11: THE HERETIC (1977) for years 
because of its notorious reputa- 
tion but, after seeing THE EXOR- 
CIST III, | thought I'd check it out. 
The copy | rented was the 1988 
sell-through edition, which pur- 
ported to be John Boorman's 
original 117m cut. However, the 
tape ran only 102m! The transfer 
quality was not up to the level of 
Warner's recent transfers, so I'm 
led to believe that Warner Home 
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A little injection, a little narcoma... it's just another wedding night for 
THE HORRIBLE DR. HICHCOCK (1962). 


Video of Canada either acciden- 
tally used an old video master, or 
compressed the film to fit onto T- 
105 cassettes. 

You may also be interested to 
know that Canadian video com- 
panies sometimes do their own 
transfers, instead of using the 
vastly superior US versions. The 
latest victim is Richard Stanley's 
HARDWARE (1990) The Cine- 
plex-Odeon version is too dark 
and in mono instead of Dolby 
Surround sound; it clocks-in at 
92m 38s and its content is identi- 
calto the version | saw in theaters. 
| recently bought a used Play- 
house Video copy of Peter 
Manoogians ELIMINATORS, 
which is so superior to the Cine- 
plex version it's miraculous: a bet- 
ter, brighter print, with better color 
and stereo sound. 

—John Charles 
Ontario, Canada 


Retitled Retitling 
or Original Original? 


Duravisions THE TERROR OF 
DR. HITCHCOCK (sic)—which 
contains the complete 84m ver- 
sion of Riccardo Fredas THE 
HORRIBLE DR. HICHCOCK 
IL'orribile segreto del Dr. 
Hichcock, 1962]—actually bears 
the title RAPTUS: THE SECRET 
OF DR. HICHCOCK, the film's 
original English-language export 
title, though it is preceded with a 
British Board of Film Censors rat- 
ing certificate which lists the 
*TERROR OF..." title. This trans- 
fer is very likely a PAL-to-NTSC 
conversion of the tape released in 
Great Britain by Stablecane Home 
Video, under the RAPTUS title. 
The Duravision tape is in SP mode 
and features dim color. 

—Tim Murphy, El Monte, CA 


The Four Faces 
of Fenech 


In response to Lorne Marshall's 
letter [VW 5:64] about Regal 
Video's BLADE OF THE RIPPER: 
[as you say,] it is indeed Sergio 
Martino's Lo strano vizio della 
Signora Wardh (*The Strange 
Visions of Mrs. Ward," 1970). 
Regal's transfer is pretty crappy- 
looking, but it does retain a lot of 
nudity and violence. It may inter- 
est you to know there is another 
version of this film called THE 
NEXT VICTIM (label unknown), 
though the title on the actual print 
is NEXTI—the title of the original 
US theatrical release by Mahon 
Pictures. It's a much better-look- 
ing print that retains the original 
opening credits sequence—miss- 
ing from the Regal print, which 
prints video-generated title and 


credits for Edwige Fenech and 
George Hilton over the first scene; 
unfortunately, the nudity and vio- 
lence are cut! It's an entirely differ- 
ent film than THEY'RE COMING 
TO GET YOU, which is Martino's 
Tutti i colori del bulo (“All the 
Colors of the Dark," 1971), which 
also stars Fenech and Hilton. 
THEY'RE... was once released by 
Vogue Video but ends [as did 
some abbreviated Independent 
International release prints] with 
Fenech's dream sequence. The 
complete version, about 7m 
longer, was once released by 
Super Video as DAY OF THE 
MANIAC. 
—Dan Pydynkowski 
Danvers, MA 


Dino Sore 


The box of Goodtimes Video's 
*Hollywood Movie Greats" edition 
of Willis O'Brien's THE LOST 
WORLD (1925) claims that the 


film runs *approximately 108 
minutes." In fact, the SP record- 
ing runs only 63m! Unlike Lumi- 
vision's new, definitive laserdisc 
pressing, only some of the film's 
scenes are color-tinted. 
—Steve Bissette 
Marlboro, VT 


The Apex 
and the Nadir 


Here's some UK trivia: Michael J. 
McLaughlins INVITATION TO 
HELL (1982), the Number One 
film on Greg Goodsell's “Another 
10 Worst List" in THE DEEP RED 
HORROR HANDBOOK, is available 
here from Scorpio Video, double- 
billed with McLaughlin's 49m 
short, THE LAST NIGHT (also 
"82). It concerns a theatre being 
invaded by two escaped murder- 
ers, who kill all but one of the cast 
of a play called—wait for it—“The 
Last Night.” It features the same 
non-existent budget, poorly 


added magnetic soundtrack, and 
many of the same actors seen in 
INVITATION TO HELL. A truly 
awe-inspiring tape. 

Also, Apex Video's immense 
print of THE CHILDREN OF RAV- 
ENSBACK (104m!) attains this 
length by repeating the film's fifth 
reel in its entirety! 

—Ruth Kiss 
Middlesex, England 


Yet Another Face 
of Fear 


Recently, the German television 
station ZDF aired Mario Bava's I 
tre volti della paura 5: 
BLACK SABBATH, 1963—VW 
5:32-59]. The dialogue in “The 
Telephone” segment was consis- 
tent with the Italian transcription 
[VW 8:59-60], but the lesbian innu- 
endoes were left intact. There was 
some other switching between the 
French and (IS versions (hinting 
that the German distributors had 


Julian Ugarte and friends close in on Edwige Fenech in THEY'RE COMING TO GET YOU (1972). 


)هه ® 


RE-ANIMATOR"'s Jeffrey Combs poses with a beaker of full-strength re-agent. 


Beware of diluted prints on disc! 


both versions from which to 
choose). The biggest change in 
the German version was the blas- 
phemous reordering of episodes: 
it began with “Der Wurdelak” (of 
course, we have to have our very 
own spelling!!!), “Der Was- 
sertropfen,” and then “Das 
Telephon.” Not only does this ar- 
rangement destroy the delicate 
dovetailing of episodes, but there 
is also the pitfall from the full- 
blown horror of the first two stories 
to the more suggestive terror of 
the latter. At least it was shown 
widescreen! 

Also, | was duly surprised to 
find William Friedkin's rare 
masterpiece RAMPAGE (1986) in 
a video store over here, released 


8 


by Concorde Video, evidently a 
subsidiary label of Vestron. The 
print was obviously uncut; unfor- 
tunately, the German dubbing 
was execrable as usual, giving the 
whole turn of events a strong taste 
of soap opera and nearly destroy- 
ing the film's harrowing atmos- 
phere! 
—Alexander Heine 
Wien, Austria 


Nothing Up Their 
Sleeves 


Image Entertainment's new, digi- 
tally-remastered laserdisc press- 
ing of Stuart Gordon's RE-ANIMA- 
TOR ($39.95) claims to be the 


unrated version, but actually con- 
tains the R-rated alternate version. 
This mishap reminded me of 
Images DAWN OF THE DEAD 
disc of a few years back. The 
sleeve stated that the film was fol- 
lowed on the two-disc set with an 
exclusive interview with director 
George A. Romero, which never 
materialized. 
—Don May, Jr. 
Lincoln, IL 


Retitlings in Oz 


Retitlings are prevalent in Austra- 
lia. There's quite a few shaky title 
cards to view on local tape, as well 
as cheesy video super-imposi- 


tions and, sometimes, no credits 
at all. FUGITIVE GIRLS is on tape 
in its abbreviated form as FIVE 
LOOSE WOMEN, but it's a classic 
under any title. 

Narciso Ibafiez Serrador's 
fims THE HOUSE THAT 
SCREAMED and ISLAND OF THE 
DAMNED [VW 4:25-31] are both 
on tape here. If memory serves, 
both are uncut but it was awhile 
ago [that 1 saw them]. HOUSE is 
called FINISHING SCHOOL and 
ISLAND is called ISLAND OF 
DEATH and has an unbelievably 
gruesome video cover. It was so 
bad, in fact, that 1 was afraid to 
take it home for family consump- 
tion. Both are excellent films. 

—Brett Garten 
Gladesville, Australia 


Retitling News 


Goodtimes Video's budget-priced 
CARNIVAL OF SOULS is the ed- 
ited version, and features a re- 
placed title card. The title on the 
movie is CORRIDORS OF EVIL, 
though the box and label bear the 
original title. 

—Dan Sweet 

Hamilton, OH 


را 


Retitlings | 


CAPTIVE WOMEN Ill (TZ Video, 


$29.95) is Michel 
Levesque's New World Pic- 
tures release SWEET 
SUGAR (1972, aka CHAIN- 
GANG GIRLS). It is report- 
edly 7m longer than the 
original-titled version for- 
merly issued (on a double 
bill tape with ESCAPE 
FROM WOMEN'S PRISON) 
by Cinema Group Video. 


COVEN (BFPI Video) is Donald 
Jackson & Jerry Younkins" 
THE DEMON LOVER 
(1977), evidently easy prey 
for no-cost appropriation. 
For a concise chronology of 
this film's checkered video 
history, see MASTER OF 
EVIL [VW 7:6]. 


EMMANUELLE EXPOSED (Play- 
boy Channel) is a re-edited, 
re-scored, English-dubbed 
version of Jess Franco's 
Las Orglas Inconfess- 
ables de Emmanuelle 
(1982), available in its uncut 
Spanish-language version 
from Caliente Video. In this 


N THE LAST HALF of HOUSE 
OF DARK SHADOWS (1970; MGM 
UA, $19.95), a security guard is hired 


to keep Barnabas Collins away from sleeping Mag- 
gie Evans. The guard, played by an uncredited per- 


former, looked familiar to us. No wonder-— it's 
George di Cenzo, who later played attorney Vincent 
Bugliosi in Tom Gries' HELTER SKELTER (1976, 
CBS/Fox, $59.98)! Incidentally, it turns out that Mr. 
di Cenzo is credited on HOUSE OF DARK SHAD- 
OWS... as “Assistant to the Producer” (Dan Curtis)! 


77m version, the sex scenes 
tend to be shorter, Daniel 
White's incandescent synth 
score is replaced with slick, 
generic groove instrumen- 
tals, and only the actors are 
credited! (Franco’s direc- 
tion was originally credited 
to “Clifford Brown.”) The 
English dialogue is hilarious 
and, coupled with this new 
title, unmasks this film as 
the devastating parody it 
was intended to be. Franco 
invades the Playboy empire! 


MASTER'S REVENGE (Academy, 
$19.95) is Brad F. Grinter's 
incoherent biker horror, 
DEVIL RIDER! (1970). Made 
in Florida, this sun-kissed 
lemon was followed by Grin- 
ter's better-known claims to 
infamy, FLESH FEAST 
(1970, Veronica Lake's 
swan song) and BLOOD 
FREAK (1972). Fortunately 
for cast and crew, the open- 
ing credits are illegible. 


SHOOT TWICE (High Desert, 
$34.95) is Antonio Mar- 
gheriti's AND GOD SAID TO 
CAIN [E Dio disse a 
Caino..., 1970], a ghostly, 
atmospheric western attrib- 
uted to his familiar pseudo- 
nym Anthony Dawson. It 
stars Klaus Kinski, Antonio 
Cantáfora, and Alan Collins, 
and is also available from 
Unicorn Video in a badly 
pan-scanned transfer. 


UP LIKE A SHOT (HQ Video, 
$39.95) is Al Adamson's 
BLAZING STEWARD- 
ESSES (1975) starring 
Yvonne DeCarlo, Robert 
Livingston, and “The Turn- 
On Girl,” Regina Carroll. 


[Thanks to Charles Kilgore, 
Craig Ledbetter and Tim Murphy.] 


& 


Video Around the World ) 


ALICE IN WONDERLAND 
IN PARIS 


United American Video 4158, $9.95 


Theatrically distributed by 
Childhood Productions, this 
charming 1966 featurette (52m) is 
composed of five diverting shorts: 
Eve Titus’ “Anatole,” about a 
common mouse who works his 
way up to cheese taster for a major 
company, Crockett Johnson's 
*The Frowning Prince," about a 
sullen royal child whose life is 
changed by the winning smile of a 
neighboring princess; James 
Thurber's “Many Moons,” about a 
King who wants to grant his ailing 
daughter's wish to be given the 
Moon; and two Bemelmans 
stories, “Madeline and the Bad 
Hat” and “Madeline and the Gyp- 
sies.” The film was directed by 
Gene Deitch, an American UPA 
alumnus who relocated to Prague 
in 1960, fashioned from shorts he 
had produced since 1959. While 
the animation itself is limited, it is 


Santa, 
Skin & 
Men Who 
Can't Swim 
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Lucas Balbo (France), Dennis Capicik & Jason Gray (Canada), Simone Romano (Italy), 
Erik Sulev (Asia) and The Video Watchdog (USA/Japan) 


designed with an emphatic sense 
of identity and contains some un- 
characteristically ambitious shots 
achieved with a modest multi- 
plane camera system. A pleasant 
work of some sophistication. Re- 
corded in the LP mode. 


THE BAT 
1926, Sinister Cinema, $19.00 ppd. 


This classic silent melodrama 
(based ona Mary Roberts Rinehart 
novel, previously filmed in 1915) 
isolates a masked criminal's reign 
of terror within the confines of a 
famous mystery writer's mansion, 


Closed Captioned 


D Digitel 

DS Digital Stereo 

HF Hi-Fi 

iB Letterboxed 

NSR No Suggested Retail 
s Stereo 


Surround Sound Stereo 


on the proverbial stormy night. 
Believed for many years to be lost, 
Roland West's definitively spooky 
thriller embodies the best and 
worst of its kind; The Bat himself is 
a marvelously creepy character 
(especially when he skulks into 
one of the film's rare closeups), 
and West delights in his sudden 
emanations from William Carn- 
eron Menzies' expressionistic sets. 
Unfortunately, many of the other 
characters have dated into 
deadweights of cliché—clichés 
which this film helped to mint, it 
should be noted! Photographed 
by Arthur Edeson (Whale's 
FRANKENSTEIN, 1931), the film 
was a great success and inspired 
Bob Kane to create *The Bat- 
man.” West (Roland, not Adam) 
later directed a sound remake— 
the superior THE BAT WHISPERS 
(1930), which is available exclu- 
sively on laserdisc from Image 
Entertainment. Print quality is 
exceptional, considering the vin- 
tage of these images, and in- 
cludes a fleeting color-tinted shot 
of a burning building. Sinister 
Cinema has also graced the film 
with a brooding music track. Pre- 
ceded by trailers for HELL SHIP 
MUTINY, SWORD AND THE 
DRAGON  (letterboxed!, SAM- 
SON & THE SEVEN MIRACLES 
OF THE WORLD, and THE FLESH 
EATERS. 


THE DEFILERS 


1965, Something Weird Video, 
$23.00 ppd. 


David F. Friedman (producer 
of BLOOD FEAST) and R. L. Frost 
(the future director of THE THING 
WITH TWO HEADS) collaborated 
on this arty abduction “roughie.” 
A club of two (Byron Mabe and 
Jerome Eden), addicted to kicks, 
decide to abduct a Hollywood 
newcomer (Mai Jansson), who 
aspires to “act or maybe model or 
something.” All resemblance to 
John Fowles’ THE COLLECTOR 


WHAT 

FURTHER 

INHUMAN INDIGNITY 
WOULD SHE SUFFER TO 
SATISFY THEIR RAVENOUS 
CRAVINGS FOR "KICKS"? 


ends here, because the girl is such 
an airhead that her degradation is 
all but imperceptible; after days of 
starvation and abuse at the belts 
and hormones of her captors, she 
never finds the animal cunning 
necessary to attempt to outwit her 
captors. (She never even finds the 
mouse that we're shown is in the 
room with her!) Aside from the 
odd bared boob and bum, the film 
is most interested in the psychol- 
ogy of its sleazy adventurers—a 
sadistic young richie, and his less 
fortunate (but more sensible) yes- 
man; it helps that these roles are 
well-acted. (The film's best per- 
formance comes from Mimi 


hy A SHATERING STUDY OF THE 
KE SHAMELESS “SIK SET" FOR 
SHOOCPROOF ADULTS ! 


Marlowe as the ironically-named 
Mrs. Olsen, a connection who 
sells *tea" instead of Folger's cof- 
fee.) The film takes awhile to get 
going, and then doesn't go too 
much of anywhere, but sustains a 
sense of ongoing thrill by virtue of 
Frost's stark chiaroscuro photog- 
raphy and an aura of low-rent, 
vintage naughtiness. This feature 
is NOT in the public domain; its re- 
lease by Mike Vraney's Something 
Weird Video—a Seattle-based 
mail order company—has been 
authorized by Dave Friedman 
himself, and is transferred directly 
from the original negative. Excel- 
lent packaging. 
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DROWNING 


i FERMI REA IFB 


DROWNING BY NUMBERS 


1988, LIVE Entertainment, 
HFIS, $89.98 


Three related women (Joan 
Plowright, Juliet Stevenson, and 
Joely Richardson)—respectively 
in their early sixties, mid-thirties, 
and late teens, and all with the 
same name—drown their hus- 
bands under different bizarre 
circumstances in this film by Peter 
Greenaway. Made between A ZED 
AND TWO NOUGHTS (1985) and 
THE COOK, THE THIEF, HIS 
WIFE & HER LOVER (1989), this 
wickedly playful film daunts its 
viewers by challenging them to 
spot the numbers in each shot, 
from 1 to 100. The numbers are 
not always apparent, consecutive, 
or even onscreen (thanks to the 
occasionally ruinous cropping of 
this video transfer, from 1.85:1); 
sometimes they “appear” only in 
the dialogue. The story, about a 
coroner (Bernard Hill) who is 
romantically manipulated by all 
three murderesses, isn't depen- 
dant on its numerical scheme; the 
film can be approached simply as 
a parable about the disadvan- 
tages of emotion in a ruthlessly 


logical world, in which women 
statistically outlive their men. Like 
the other two aforementioned fea- 
tures, this one is photographed by 
the never-less-than-magical Sa- 
cha Vierny, and resplendently 
scored by Michael Nyman (who 
originated THE COOKSs most 
memorable theme here). The 
Japanese import disc (Pony 
Canyon Video, PCLP 00063, 
¥5,900) of this 121m feature is 
time-compressed to 114m. 


EARTH VS. THE SPIDER 
1958, RCA/Columbia, HF, $29.98 


It was always the size that 
counted with producer/director/ 
special effects designer Bert l. 
Gordon (Mr. BIG)—the auteur of 
THE AMAZING COLOSSAL MAN 
(1958), ATTACK OF THE PUPPET 
PEOPLE (1958), VALLEY OF THE 
GIANTS (1966), and other camp 
classics—and this early example 
of arachnophobia is certainly no 
exception. A web-strewn road 
accident leads smalltown police to 
discover a giant spider nesting in a 
local cave; itis subdued, removed 
from its abode for scientific re- 
search, and then reawakened for a 
climactic stomp through town. 
While it's no TARANTULA! (1955), 
this is actually one of Gordon's 
better outings, thanks to a script 
unusually free of unctuous melo- 
dramatics, an eerie Albert Glasser 
score, and some scary dehy- 
drated human shucks designed 
by Paul and Jackie Blaisdell. The 
film has an unforgettable pre- 
credits sequence, shockingly 
gruesome for an American film of 
its era, but our favorite scene re- 
mains the spider's surprise reacti- 
vation during an impromptu sock 
hop in the high school gym: that's 
Skip Young (OZZIE & HARRIET's 
“Wally Plumstead”) thumping 
bass with the band and, yep, that's 
Hank Patterson (GREEN ACRES' 
“Mr. Ziffel”) as the ill-fated school 
janitor. Excellent image quality. 


THE HAUNTING OF 


MORELLA 
1989, New Horizons Video, 
HF, $89.95 


On the eve of her eighteenth 
birthday, heiress Lenora Locke 
(Nicole Eggart) becomes the 
physical host for the vengeful spirit 
of her mother, Morella, formerly 
crucified by local villagers as a 
witch. “Loose” is hardly the word 
to describe this recent Poe offering 
from the Corman factory; it's like 
the Technicolor fever dream of a 
‘60s teenager who catches AIP 
matinees in the afternoon and 
reads PLAYBOY under the covers 
at night. Director Jim Wynorski 
has made some entertaining 
slummies (KILLBOTS, the NOT 
OF THIS EARTH remake, TRAN- 
SYLVANIA TWIST) but displays his 
greatest enthusiasm at the helm 
of sexed-up Gothic horror like this. 
Screenwriter R.J. Robertson leav- 
ens the script with material re- 
cycled outright from BLACK SUN- 
DAY (1960), COUNTESS DRAC- 
ULA (1970), THE TOMB OF Ll- 
GEIA (1966) and, most of all, THE 
HAUNTED PALACE (1963), of 
which this film is a virtual remake; 
this monkey business reaches its 
ape-x when someone confronts 
Lenora's sightless father (David 
McCallum in LIGEIA glasses) with 
a question first posed in McCal- 
lum's great OUTERLIMITS episode, 
“The Forms of Things Un- 
known”—“How does a blind 
man tell the time?” The film's only 
obtrusive betrayal of Poe is a mat- 
ter of casting; aside from McCal- 
lum (who takes his role seriously), 
the cast promenade through des- 
iccated 19th Century ruins beam- 
ing with Californian health, some- 
times modelling G-strings. The 
score also takes a brightly adven- 
turous, Spielbergian approach, 
conveying nothing of the haunted 
quality that Ronald Stein and Les 
Baxter brought to Corman's bet- 
ter days. Attractively filmed by 
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Essy Persson, John Karlsen, and friend relax on one of Giorgio 
Giovannini's spacious sets for MISSION STARDUST (1966). 


Zoran Hochstatter (cropped from 
1:85, sometimes very noticeably), 
this may be Corman's most enter- 
taining VCR fodder since GALAXY 
OF TERROR (1981). 


(1958) and John Gilling's MANIA 
(1960); this film and JACK THE 
RIPPER (1959) were the only out- 
ings they teamed to direct. It's 
hardly Powell and Pressburger, 
but still a jaunty and picturesque 
entertainment, with a prurient 
aspect that was even more pro- 
nounced in its continental version 
[Vw 7:14]. It's easy to see where 
the nudity would have appeared. 
Peter Cushing appears briefly, but 
memorably, as our hero's stalwart 
legal advisor. Sinisters apparently 
complete print of this 93m film 
runs only 88m, due to its NTSC 
conversion from a European video 
standard. It is also cropped from 
its original Dyaliscope ratio. 


(“Mortal Orbit”)—this was the 
second and final film adaptation of 
the West German “Perry Rhodan” 
SF pulp novels, a sequel filmed 
back-to-back with its predeces- 
sor, 4..3..2..1..Morte (*Count- 
down to Death"), which utilized 
the same cast and crew. While ex- 
ploring the lunar surface, Rhodan 
(Lang Jeffries) encounters an 
ancient race of Arcanites, whose 
leader Crest (John Karlsen) is ail- 
ing frorn a form of leukemia treat- 
able only on Earth. A Teutonic 
druglord (Pinkas Braun, veteran 
of numerous Edgar Wallace 
films), envious of the Arcanites" 
power and technology, tries to 
usurp Crest's control in the mean- 
time... but must first challenge 
Thora (Essy Persson)  Crest's 
sexy, second-in-command. Fans 
of the books have disparaged the 
film, which indulges in all the worst 
*white telephone" artifices of '60s 


THE HELLFIRE CLUB 
1959, Sinister Cinema, $19.00 ppd. 


Keith Michellstars as the scion 
of a noble family, who fled his 
birthplace as a boy, after witness- 
ing his father's decadent midnight 
revelries with the Hellfire Club. 
Hearing of his father's death, he 
leaves his job as a circus per- 
former to challenge his younger 
brother (Peter Arne), a follower in 
the father's footsteps, for the fam- 
ily estate. The release of this film 
completes the video availability of 
the collected works of Monty Ber- 
man and Robert S. Baker, who 
also wrote and produced Henry 
Cass’ BLOOD OF THE VAMPIRE 


MISSION STARDUST 
1966, Rhino Home Video, HF, $9.95 


Filmed in Italy—where it is 
known as Orbita Mortale 
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ltalian fantasy, as well as the usual 
extraterrestrial sexist clichés (“So 
the sight of a naked woman is of 
interest to a man?” Thora asks, 
while changing Pop Art jump- 
suits). However, to the film's 
credit, it features some splendid 
art direction by Giorgio Giovannini 
(BLACK SUNDAY, GIANT OF 
METROPOLIS), and the Arcan- 
ites’ bulbous spacecraft—a cross 
between the flying Tilt-A-Whirl 
from EXPLORERS and the jew- 
elled control knob of THE TIME 
MACHINE 一 is a delight. Director 
Primo Zeglio earlier co-directed 
SEVEN SEAS TO CALAIS [Il 
Dominatore dei sette mari, 
*Conqueror of the Seven Seas," 
1961] with Rudolph Maté and Ric- 
cardo Freda. Photographed by 
Riccardo Pallottino, who was as- 
sisted by future Franco camera- 
man Manuel Merino. The special 
effects, which run the gamut from 
execrable blue screen shots to su- 
perb miniatures, are the (un- 
credited) work of moonlighting 
director Antonio Margheriti. This 
spectacularly colorful transfer is 
taken from a pre-panned AIP-TV 
print, which crops the original 
Technoscope (2.70:1) ratio of 
more than half its original image 
atalltimes. Even so, Rhino's newly 
lowered price makes this SP- 
mode recording a doubly good 
value. 


THE PRINCE AND THE 
PAUPER 


United American Video 6012, $9.95 


This Jeffrey C. Hogue presen- 
tation should not be confused with 
the Schonger Film production re- 
leased here by Childhood Produc- 
tions. This PRINCE is an English- 
language production by “The 
Storyland Company" of “the Jo- 
seph Beinhorn Stage Produc- 
tion," directed by Elliot P. Geisin- 
ger in Ireland with an American 
cast. This stagebound musical is 
now mostly of interest for the 


Jeremy Cooper discovers an angel in 
THE REFLECTING SKIN (1991). 


uncredited, supporting perform- 
ance of a very youthful John 
Spencer (“Tommy Mullaney”on 
NBC-TV's LA. LAW) as a bucolic 
baritone hooligan. (During the 
first song— “Stay Away from Gar- 
bage Court"—a continuity gaffe 
shows Spencer putting on the 
same hat... twice!) None of the 
film's performers are credited. Re- 
corded in the LP mode. 


THE REFLECTING SKIN 


1991, LIVE Entertainment, 
HF/S/CC, $89.98 


Philip Ridley (PRICK UP YOUR 
EARS) wrote and directed this 
tural psychodrama, set in the 
"405, about a young boy retreating 
from a dysfunctional family into a 
bizarre and violent fantasy life. 
Young Seth Dove (Jeremy Coo- 
per) becomes convinced that the 
reclusive widow next door (Lind- 
say Duncan) is a vampire, respon- 
sible for the deaths of two local 
children. (The real culprits are four 
leather-jacketed teens cruising 
the Wyeth wheat fields in a Bible- 
black car.) When his older brother 
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Philip Ridley's 


returns home from WWII with 
stories about the A-bomb and the 
silver snowballs he packed from 
fallout, Seth interprets his hair loss 
and tiredness as evidence that the 
widowis preying on him. The stark 
originality of Ridley's film makes 
its occasional Lynch-indebted 
hysteria all the more unfortunate; 
itis most effective during its quiet 
moments, as when Seth finds a 
stillborn infant buried in a barn, 
takes it home, and talks to it in 
bed, believing it to be the *angel" 
form of a murdered friend. The 
film's title cornes from a snapshot, 
found in the brother's wallet, of a 
Hiroshima baby (“What's his 
name?” “I don't know...”) whose 
burned skin has a mirror-like qual- 
ity; also in the wallet is a snapshot 
of a naked girl (“I don't know her 
name either”) and another of Seth 
and his brother, taken in more in- 
nocent times. The whole film is ex- 
quisitely summarized by these 
three photos, as the boy compul- 
sively rearranges them on a table- 
top, desperate to make sense of 
their trinity. It may not be perfect— 


everything after Duncan drives 


away is redundant—but it has 
great power, and ranks with 
NIGHT OF THE HUNTER (1955) 
and THE OTHER (1972) as one of 
the screen's outstanding portraits 
of scarred innocence. 


THE RUNESTONE 


1990, LIVE Entertainment, 
HF/S/CC, $89.98 


The discovery of an immense, 
deliberately buried runestone 
leads to an archaeologist's 
possession by the spirit of Fenera, 
a lupine demon which Norse 
mythology foretells will swallow 
Odin on Ragnarok, the day of 
doom. Written and directed by 
Willard Carroll (from a novella by 
Mark E. Rogers), this film looks for 
awhile like nothing less than an 
OUTER LIMITS episode in color— 
no small praise—with a literate 
premise, a David McCallum-type 
clockmaker (Alexander Gudon- 
ov), and intermittent suggestions 
of a “bear” waiting in the wings. 
Carroll's script has a tasty knack 
for dialogue (“Every dogma has 
its day”) and satire—as when the 
ancient runestone is contrasted 
with modern works of art, the kind 
that's so transient it can't really be 
collected. The movie stumbles 
badly, though, when Fenera finally 
shuffles onstage, a Lance 
Anderson creation whose face is 
only slightly more expressive than 
the monster in RAWHEAD REX; 
the cameraman doesn't know 
how to light it, the actors don't 
know how to relate to it, and the 
script doesn't know what to do 
with it. Even so, there are a lot of 
uncommon bonuses here: Misha 
Suslov's artful photography, Jon 
Gary Steele's ambitious 
production design, and a 
sweeping orchestral score by 
David Newman. The film is also 
well-cast with the likes of Peter 
Riegert (as a  Pez-popping 
detective), William Hickey, and 
Lawrence Tierney. 


SANTA'S FANTASY FAIR 


1961, Kid's Klassics (Goodtimes) 
Video, $9.95 


This unbelievable 63m feature 
attempts to replicate the probable 
nadir of kiddie matinee mogul K. 
Gordon Murray's career: a compi- 
lation of excerpts from a half- 
dozen of his imported children's 
features. Murray's original ad 
campaign describes a film com- 
posed of sequences from SANTA 
CLAUS, LITTLE RED RIDING 
HOOD, LITTLE BOY BLUE & 
PEDRO, THE PIED PIPER OF 
HAMLIN, and THE GOLDEN 
GOOSE; this tape is not quite that 
film. Kid's Klassics has made their 
own film using Murray's premise, 
substituting the easily accessible 
RUMPELSTILTSKIN for the ultra 
rare LITTLE BOY BLUE, and 
throwing in a bonus excerpt from 
PUSS IN BOOTS—though it's the 
Childhood Productions version 
[VW 9:5] and not the Mexican tell- 
ing which Murray imported. This 
tape also incorporates scenes 
from Childhood Productions' Aus- 
trian import THE MAGIC LEGEND 
OF THE GOLDEN GOOSE [VW 
9:12] in place of Murrays BEW 
German feature, THE GOLDEN 
GOOSE! The opening titles are 
video-generated, as are the title 
cards which introduce each seg- 
ment. Incoherent in the extreme, 
even for children, but the footage 
from the otherwise unavailabie 
MAGIC LEGEND OF THE 
GOLDEN GOOSE is nice to see... 
once you suppress your horror 
over the spray-painted body of its 
frantically scratching title charac- 
ter! (In contrast, the RED RIDING 
HOOD and RUMPELSTILTSKIN 
clips contain overt defenses of ani- 
mal rights.) The theatrical version 
claimed to be “in Eastman Color- 
scope.” Unquestionably the 
strangest film ever to star Claude 
Rains (who's uncredited, but pres- 
ent in the PIED PIPER snippet.) 
Recorded in the LP mode. 


e Magical World of 
K. GORDON MURRAY 


Presents All of the Famous 
FAIRY TALE CHARACTERS 


Featuring A 
le 


SANTA and His Helpers GOLDEN Goo 
PIPER 4 LI 
The PIED ELIN X LITTLE BOY BLUE 
LITTLE RED RIDINGHOOD 


SOLARIS 
1972, Fox Lorber, HF/LB, $79.95 


Andrei Tarkovsky's mesmeriz- 
ing, three-hour, science fiction 
masterpiece documents the expe- 
dition of Kelvin (Donatis Bani- 
onis), a Soviet psychologist, to a 
space station orbiting the planet 
Solaris, whose mysterious cloudy 
atmosphere is inspiring external- 
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Donatis Banionis audits a videotaped suicide note in Andrei Tarkovsky's mesmerizing SOLARIS (1972). 


ized hallucinations in its three- 
man crew. Shortly after arriving, 
Kelvin finds his agenda compro- 
mised by an unexpected crew 
member: his dead wife Hari (Na- 
talya Bandarchuk). Tarkovsky's 
film, based on a 1961 novel by 
Stanislaw Lern, is one of the few 
science fiction films which capture 
the thoughtful complexity of the 
best written science fiction, and 
contains much that is poetically 
haunting: the emotional dis- 
placement of the early earthbound 
scenes; Kelvin's journey, in which 
he travels light years' distance as 
simply as walking from one room 
to another; the Polanski-like 
glimpses of specters who 
shouldn't be there; and, most 
disconcerting of all, the perpetu- 
ally morphing surface of Solaris 
itself. That said, the film should 
not be considered a filmic repre- 
sentation of Lem's novel, which is 
a convincing, wryly clinical 


catalogue of phenomena ob- 
served on the planet's surface. If 
Lem's novel is in the classical SF 
tradition of documenting an imag- 
ined phenomenon scientifically, 
Tarkovsky's humanist film— 
equally, if not more challenging— 
is ultimately a romantic treatment 
of the notion that Man can never 
travel far enough away to escape 
himself, that every unknown be- 
comes a mirror held up to our 
souls. This 167m subtitled ver- 
sion—presented on two cas- 
settes—contains material not in- 
cluded in the dubbed, domestic 
release prints, notably an exquisite 
scene of weightlessness in a book- 
lined study. Essential viewing, al- 
though the (approximately) 1.93:1 
aspect ratio of this letterboxed 
transfer is inaccurate; the top-to- 
bottom ratio is too generous, 
unmasking a splice that appears 
distractingly near the bottom with 
each new set-up. 
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TWO EVIL EYES 


1989, Media Home Entertainment, 
HF/S-SS, $92.98 


George A. Romero and Dario 
Argento each directed an hour- 
long segment of this feature- 
length diptych, inspired by the 
writings of Edgar Allan Poe. 
Romero's “The Case of Mr. Val- 
demar” is an uncharacteristically 
tired rumination on his tried-and- 
true living dead themes (the open- 
ing shot quotes his original NIGHT 
OF THE LIVING DEAD, 1968), 
which does nothing to breathe life 
into its adulterous, let's-kill-him- 
for-the-insurance clichés. Argen- 
to's relentlessly dark adaptation of 
*The Black Cat" is much more 
like it; Harvey Keitel delivers a riv- 
eting performance as a tormented 
photographer specializing in vio- 
lent crime shots, which he's com- 
piling into a book as his marriage 
to an ethereal woman (Madeleine 


Potter) collapses under the weight 
of drink, loneliness, and paranoia. 
The episode builds to an halluci- 
natory, awkward conclusion that 
ends the film on an unsatisfying, 
accidental note; unfortunately, 
rearranging the order of the sto- 
ries wouldn't have helped, either. 
Although a failed feature film, it's 
worth seeing for Argento's por- 
tion, a deliberate return to the sty- 
listic sobriety of earlier films like 
FOUR FLIES ON GREY VELVET 
(1972) and DEEP RED (1975), 
and the best evocation of Poe on 
the screen since Fellini remade 
Minnell's TWO WEEKS IN AN- 
OTHER TOWN and called it TOBY 
DAMMIT (1967). 


THE VANISHING 


1990, Fox Lorber, HF, $89.95 


Three years after his fiancée's 
inexplicable disappearance at a 
gas station, a man is approached 
by her abductor with an offer to 


learn the truth about her disap- 
pearance. This minor master- 
piece was touted by VARIETY as 
*the ultimate tribute to Hitch- 
cock,” but it couldn't be more dif- 
ferent to the Master's techniques. 
Director George Sluizer (who is 
currently helming an English-lan- 
guage remake) approaches sus- 
pense less formally and decora- 
tively than Hitchcock, preferring 
not to dazzle us with conscious 
style, but to unsettle us with Na- 
bokovian notings of what Brian 
Boyd has called the “artfulness 
and harmony hiding in things, 
even in things at their worst.” We 
could say much more, but this is 
one of those films that's best seen 
cold, without preparation—and 
then once again, the better to 
appreciate its advancing shad- 
ows. Based on Tim Krabbé's 
Dutch novel THE GOLDEN EGG, 
the film is cropped from 1.85:1, 
and presented in French and 
Dutch with English subtitles. 


AN EROTIC GHOST 
STORY 2 


White Dragon Video, $34.95 ppd. 


In this semi-sequel, the lustful 
demon Wotan returns to share his 
ectoplasmic delights with young, 
naive, Chinese maidens. This 
time, however, Wotan sports a 
bleached white wig, a long and 
rude-looking tail, and a fetish for 
bizarre clothing, as he ventures 
from his frozen hell to reclaim the 
spirit of his estranged mortal lover 
and defile a few virgins. Like its 
predecessor, EGS2 is light but still 
amusing, if slightly hampered by a 
glitzy, artificial veneer. The letter- 
boxed Hong Kong laserdisc ver- 
sions are most complete; the 
Cantonese language tapes are 
lacking English subtitles, and the 


Bernard-Pierre Donnadieu and Johanna Ter Steege, prior to THE VANISHING (1990). 
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Mandarin tapes are missing all the 
sex and nudity (that's nearly 30m 
of footage in EGS2)! 


ONCE UPON A TIME IN 
CHINA 


White Dragon Video, $34.95 ppd. 


Fans of the period-piece Kung 
Fu period epics that permeated 
the ‘70s Hong Kong film scene will 
relish Tsui Hark's latest feature. 
Hero Wong Fey Hong must pro- 
tect the beautiful Aunt Yee, battle 
imperialist British and American 
forces (where did they learn Kung 
Fu?), and fight to the death with 
rival master Yim. ONCE... is filled 
with all the hurnor, action, nation- 
alism, and flair that one expects 
from Tsui, who keeps the screen 
humming throughout its gener- 
ous 135m running time. The film 
also reunites Tsui with Yuen Biao 
(who appears as “Fu”) for the first 
time since ZU: WARRIORS FROM 
MAGIC MOUNTAIN. The only 
drawback: this Mandarin tape for- 
feits its widescreen ratio after a 
breathtaking, teasingly complete, 
opening credits sequence. A film 
this good deserves to have its 
entire frame available to the 
viewer. 


SEEDING OF A GHOST 
Eternity Video, $N/A 


When a taxi driver is given 
prophetic warnings of bad luck by 
a graverobbing sorcerer, he fails 
to take the wisdom seriously. 
When his wife takes a lover, and is 
then raped and murdered by two 
young hooligans, he begins to 
have second thoughts and tracks 
down his former customer to ex- 
act a magical revenge. This Shaw 
Brothers production overcomes a 
slow start to deliver an amazing 
last hour: pregnant corpse-kiss- 
ing, worm-puking, exploding 
wombs, spines popping out of 
backs, a sister who demands sex 
with her brother before pushing 


him off the roof, even a monstrous 
baby that ensnares grown-ups 
with its tentacles and then bites off 
their arms! Director Yuan Chung 
heaps on the gore and nudes; 
there's hardly a tasteful moment 
to be found. Perfect for those 
nights when an Antonioni feature 
just won't do. 


| CORPI PRESENTANO 
TRACCE DI VIOLENZA 
CARNALE 


(‘The Bodies Show Traces of 
Carnal Violence”) 1974, CVR 


This Italian-language edition 
of Sergio Martino's TORSO, 
unlike the U.S. Prism Video 
cassette, retains the original 
1.85:1 aspect ratio, a different 
main titles sequence, and 
extended gore sequences. Prior to 
the film's American theatrical 
release, distributor Joseph 
Brenner (GINGER) removed 6m 
of various eye-gougings, detailed 
dismemberments, and other 
violence, all of which can be found 
here. 


LA MANOIR DE LA 
TERREUR 


("Mansion of Terror") 
1979, Sovicom Vidéo 


Thisis a slightly retitled French 
version of Andrea Bianchi's 
BURIAL GROUND [Zombi 3 aka 
La notti del terrore, “Nights of 
Terror”]. It contains no additional 
material, but the image quality 
isn't as murky as the film's US 
release by Media Home 
Entertainment, making the 
interior scenes and outbursts of 
graphic violence more easily 
discernible. The print includes no 
end credits. 
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PATRICK VIVE ANCORA 
("Patrick Lives Again") 
1980, Video 7 

This unofficial, Italian-made 
sequel to Richard Franklin's PAT- 
RICK (1978) stars Sasha Pitoeff 
(INFERNO)as a doctor whose co- 
matose son (Gianni Dei) uses his 
telekinetic powers to dispose of 
other guests at his private clinic. 
The box of this Italian-language 
tape claims this film to be a “com- 
media," which is completely ab- 
surd and obviously a printing er- 
ror! Producer Gabriele Crisanti, 
screenwriter Piero Regnoli, and 
composer Berto Pisano all worked 
on Bruno Mattei's BURIAL 
GROUND [Le notti del terrore, 
“Nights of Terror"] the year be- 
fore. This 94m version retains the 
film's original 1.85:1 framing. 


LES PLUS LONGUES 
NUITS DE LA GESTAPO 


(‘The Longest Nights of the 
Gestapo ") 
1976, Mutuel Vidéo 


The artwork and credits on the 
video jacket claim that this is a 
100m French version of Sergio 
Garrones S.S. EXPERIMENT 
CAMP [Lager Ssadis Kastrat 
Kommandatur, “SSadistic Cas- 
tration Camp Commander,” 
1976], which it's definitely not. It 
turns out to be Fabio de Agostini's 
THE LONG NIGHT OF THE GE- 
STAPO |Le lunghe notti della 
Gestapo] with Ezio Miani, Fred 
Williams, and Isabelle Marchal. 
The main titles are letterboxed at 
2.35:1, but the film is thereafter 
cropped to 1.33:1. 


TERREUR CANNIBALE 


("Cannibal Terror”) 
1980, Avant-Premiére 


This now-infamous Eurociné 
atrocity, attributed to “Allan W. 
Steeve” (Julio Perez Tabernero of 
SEXY CAT fame), follows a motley 


cast—Sylvia Solar, Stan Hamil- 
ton, Burt Altman, and Antonio 
Mayans—on a doomed jungle 
expedition into the teeth of the 
least convincing cannibal tribe 
ever filmed. This French print is 
identical to the Venezuelan cas- 
sette version—rninus the Spanish 
subtitles—but much cleaner-look- 
ing, for those who care. 


MEURTRES AU CRAYON 


(“The Pencil Murders ") 
1982, Stella Film, N/A 


This odd thriller, written and 
directed by Guy Lee Thys (a Bel- 
gian unknown), was never re- 
leased outside its home country. It 
presents the rather original con- 
cept of a murderer who kills his 
victims by shoving pencils up their 
noses, through their brains; due to 
a lack of budget, this twist is never 
fully exploited with gore effects. 
The absence of music and Thys' 
flat, documentary-style direction 
don't help either, and most of the 
film revolves around the private 
life of the police inspector as- 
signed to the case, which is of no 
interest to viewers—especially not 
to horror fans. 


RABID GRANNIES 
Kara Flims, rental only 


Emmanuel Kervyn wrote and 
directed this feature, another Bel- 
gian film, but this time one that is 
clearly and provocatively horror- 
oriented. It is still unreleased the- 
atrically, except for a single 
screening at the 18th Annual Fes- 
tival de Paris du Film Fantastique, 
where it won the Best Gore Film 
Award, especially created last 
year. Troma holds the world distri- 
bution rights to this title. 


GRAND-MERE COMME TU AS DE GRANDES OREILLES ! 
GRAND-MERE COMME TU AS DE GRANDS YEUX | 
GRAND-MERE COMME TU AS DE GRANDES DENTS ! 
C'EST POUR MIEUX TE MANGER MON ENFANT !!! 


AD ALTEZZA D'UOMO 


(“The Depths of a Man") 
1987, Avofilm 


This is a retitling of Fulvio 
WetzI's Mr. Rorret, an intriguing 
psycho-thriller which had a very 
limited theatrical distribution. The 
film is about the owner (Lou Cas- 
tel) of a theater—significantly 
named “The Peeping Tom”—that 
shows only horror films. He starts 
dating girls from his audience and 


killing them off, enjoying their 
expressions of terror. Though 
skillfully filmed by Wetzl the film is 
a blatant rip-off of not only Michael 
Powell's PEEPING TOM, but also 
Hitchcock's PSYCHO and 
STRANGERS ON A TRAIN. 
Cropped to 1.33:1. 
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ALLIED ARTIS 


WILLIAM PRINCE - IIM BACKUS 


WILLIAM CASTLE 


ROBE WHITE 


A memento of the days when advertising was advertising, courtesy of Mr. William Castle. 


IL CITTADINO SI RIBELLA 


(“The Citizen Rebels ") 
1974, Domovideo 


An early crime thriller by Enzo 
G. Castellari (real name: Enzo 
Girolami), possibly the best Italian 
director of action thrillers. Franco 
Nero stars as an architect who is 
taken hostage during a post office 
robbery, then beaten and humili- 
ated before being released. When 
the police prove incapable of find- 
ing the robbers, Nero tracks the 
gang down himself; in return, they 
invade and burn down his house. 
He finaly declares war on the 
gang and exacts his bloody re- 
venge. Excellent acting by Nero in 
the Bronson mold and surpris- 
ingly graphic violence throughout. 


With Barbara Bach as Nero's 
worried wife. 


LE DELIRANTI 
AVVENTURE EROTICHE 
DELL'AGENTE SPECIALE 
MARGO 


(“The Delirious Erotic Adventures of 
Secret Agent Margo ") 
1976, Capitol Video 


Badly cropped and running a 
mere 68m, this delirious retitling 
of Russ Meyer's UP! is noticeably 
missing all the original references 
to homosexuality—in particular, 
the entire opening sequence of 
Adolph Schwartz's sodomization, 
the Ethiopian chief, Mary Gavin, 
and all subsequent flashbacks to 
these points of reference. The film 


is still enjoyable, but virtually in- 
comprehensible. The direction is 
inexplicably credited on the video 
box cover (and in all Italian refer- 
ence books!) to “A. Fabritzi!” The 
mind boggles... 


DELIRIO DI SANGUE 


(‘Delirium of Blood”) 
1987, Azzurra Video 


A curious translation of Sergio 
Bergonzelli's BLOOD DELIRIUM, 
a wonderfully bizarre horror film 
starring John Philip Law as a 
murderous painter, and Gordon 
Mitchell as his wretched cannibal 
assistant. The credits on the box 
are totally deceptive; the direction 
is credited to “Peter Hudson” and 
it is disguised to resemble an 
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American release but, on the print 
itself, the correct credits appear. 
This cropped 88m copy is missing 
some ludicrously excessive gore 
scenes, which were included in the 
version shown at the 1989 Rome 
Fantafestival. 


MACABRO 
1958, Avofilm 


This is William Castle's MA- 
CABRE, cropped but crystal-clear, 
complete with the original life in- 
surance gimmick prologue and 
animated end titles. The cover art 
misleads the consumer into ex- 
pecting a modern slasher film, 
and includes the bewildering hype 
“The film that would scare even 
John Carpenter!” Inexplicably, 
this mild tape also carries an “18” 
rating. 


MONDO CANE 2000: 
L’INCREDIBILE 


(‘A Dog's World 2000: The 
Incredible”) 
1988, RCA-Columbia 


The fourth and rarest (and 
hopefully the last) installment in 
the infamous MONDO CANE 
saga, this time directed by pro- 
ducer Gabriele Crisanti himself. In 
an attempt to convince us that the 
real “mondo cane" is no longer 
the “Third World,” but rather our 
Western civilized world, Crisanti 
presents us 73 minutes of bor- 
ing—and mostly faked—material, 
such as human skin wallets and 
heroin bags secreted inside 
corpses. Among the silliest high- 
lights are, a female masturbation 
school and a massage parlor 
where customers are... slapped in 
the face! This awful film, which 
had a very limited theatrical distri- 
bution, was mostly shot in NYC 
and features the most revolting 
images ever of animal vivisec- 
tion... and the commentary 
doesn't even pretend to condemn 
them! Cropped to 1.33:1 ratio. && 


Video Around the World: 

SINISTER CINEMA, P.O. 
Box 4369, Medford, OR97501- 
0168, (503) 773-6860 

SOMETHING WEIRD 
VIDEO, c/o Mike Vraney, P.O. 
Box 33664, Seattle, WA 98133, 
(206) 361-3759 


Asian Video Sources: 

NYUE ENTERPRISES, 61-A 
Walker Street, 2nd Floor, New 
York, NY 10013 

WHITE DRAGON VIDEO, 
46 Tweedrock Crescent, West 
Hill, Ontario, MIE 4L5 CAN- 
ADA 


ERRATA 


tion incorrectly cited 
HANSEL AND GRETEL as 
a United Home Video re- 
lease; it is distributed by 
United American Video. 


The correct translation of 
Caperucita y Pulgar- 
cito contra los Mon- 
struos (1960) should be 
“Little Red Riding Hood 
and Tom Thumb vs. the 
Monsters." The film was a 
sequel not only to Roberto 
Rodriguez La Caperu- 
cíta Roja (1959), but also 
to Rene Cardona's Pul- 
garcíto (1958), which K. 
Gordon Murray released 
here in 1967 as TOM 
THUMB. 


La Monache de Sant'- 
Archangelo was trans- 
lated to *The Monastics of 
St Michaels," which is 


LD's/Japanese Imports: 

LASER'S EDGE, 2103 N. 
Veteran's Parkway, Suite 100, 
Bloomington, IL 61704, (309) 
662-9347 - 

LASER ISLAND, 1810 
Voorhies Avenue, Brooklyn, 
NY 11235, (718) 743-2425 

SIGHT AND SOUND, 27 
Jones Road, Waltham, MA 
02154, (617) 894-8633 


TERMINATOR 2: THE BOOK OF 
THE FILM Available from: 
APPLAUSE BOOKS, 211 
West 71st Street, New York, 
NY 10023, (212) 595-4735 
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over-literal and rather awk- 
ward. Reader Steve Fen- 
tone reports that he has an 
Italian dub ofthis film bear- 
ing the onscreen English 
title THE NUNS OF SANT'- 
ARCHANGELO, which is 
more logical. 


The character battling the 
dragon in this photo is not 
llya Muromets, but rather 
Alyosha Popovich (Sergei 
Stolyarov). 


The actress who played 
the young witch in Viy 
was misidentified as N. 
Kutuzov, who is credited 
with playing “the Witch.” 
Kutuzov, a male actor, in 
fact played the old witch in 
drag, in the early farm 
scene. The role of the 
young witch was played by 
N. Varlei. 
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CARRIE 
1976, Criterion, D/S, $89.95 (CAV) 


Brian DePalma's celebrated 
film—the first movie ever based on 
a Stephen King novel—gets the 
Criterion treatment in this deluxe, 
two-disc set. Apart from its em- 
barrassing catalogue of 70s fash- 
ions, the film has aged well on the 
strength of some outstanding 
performances, and its timeless 
theme of avenging one's teenage 
adversities. 

After a window-boxed credits 
sequence, the film is modestly 
cropped from its original 1.66:1 
ratio to 1.33:1, losing very little 
information even during the split- 
screen prom sequences. The CAV 
presentation is flawless and, apart 
from some evident grain in one or 
two night exterior shots, the clarity 
of the image is occasionally aston- 
ishing (try stepping through the 
three-cut zoom into Carrie's face 
as she psyches Chris and Billy's 
car). This superior resolution also 
permits a number of wires to be 
seen, guiding the flying cutlery 
during Piper Laurie's death scene 
(4/13487, 13708, 13713). 

Included are two alternate 
audio tracks—devoted to Pino 
Donnaggio's score and sound ef- 
fects, and commentary by Lau- 
rent Bouzereau (author of THE 
DePALMA CUT) and screenwriter 
Lawrence D. Cohen—and a sup- 
plementary section. The music 
and effects track offers an unex- 
pectedly engrossing way of 
watching CARRIE; without dia- 
logue, this melodramatic film 
becornes even more balletic than 
Browning's DRACULA, and one 
could argue that it actually plays 
better this way. The commentary 
track, on the other hand, is not so 
successful. While Cohen offers a 
number of interesting back- 


ground stories related to the 
novel, the film, and the stage 
musical adaptation he later co- 
wrote (with Michael Gore and 
Dean Pitchford), the majority of 
time is devoted to Bouzereau's 
prosaic observations. At the risk of 
sounding impertinent, Bou- 
zereau's thick accent is not exactly 
“user-friendly,” and raises the 
whole issue of whether writers 
should always be allowed to make 
their own presentations in a me- 
dium like this. More often than 
not, his comments are unrelated 
to the scene onscreen, and have a 
tendency either to anticipate ma- 
terial contained in the supple- 
ment, to remark on the obvious, 
or to miss the point altogether. A 
good example of the latter is Bou- 
zereau's remark that the Dutch- 
angled framing of Carrie and Mar- 
garet's pre-prom argument pre- 
sages the disaster to come; it 
more specifically underlines Car- 
rie's newfound self-confidence 
and the resulting imbalance of 
Margaret's control over her 
daughter. There is also an occa- 
sional inconsistency between the 
commentators; Bouzereau notes 
that CARRIE was cast simultane- 
ously with the auditions for STAR 
WARS, while Cohen mentions that 
Irwin Kershner—originally set to 
direct CARRIE—-left the film to 
helm THE EMPIRE STRIKES 
BACK. (Score one for Bouzereau; 
EMPIRE was filmed in 1980.; It is 
interesting to learn that Carrie 
Fisher auditioned for the role of 
Carrie White, dropping out when 
she was cast as Princess Leia; 
Spacek's classic performance 
aside, Fisher's remarkable resern- 
blance to Piper Laurie might have 
emphasized Margaret's percep- 
tion of Carrie's puberty as a recur- 
rence of her own traurnatic sins. 
The supplement includes the 
original theatrical trailer (probably 
the first and last time King's name 
was misspelled onscreen!); an 
assortment of international post- 


ers, ads and lobby cards; miscella- 
neous stills (including images 
from DePalma's DIONYSUS IN 
"69 that were recreated in CAR- 
RIE); the script of a wonderful de- 
leted prologue scene (described 
by Cohen during Chapter 35); a 
rather facile DePalma filmogra- 
phy, and notes on the cast. Our 
favorite concerns John Travolta, 
who was once asked by an inter- 
viewer to name his favorite fea- 
ture. His answer: “My transparent 
blue eyes.” 


CLASH BY NIGHT 
1952, Turner/Image, $29.98 (CLV) 


On its turbulent surface, Fritz 
Lang's filming of this Clifford 
Odets play may seem no more 
than a slice of '50s melodrama at 
its most outsized. It isn't a genre 
film, but its dark psychology, the 
fatalism of the story, and Lang's 
directorial shadings make it of 
more than passing interest to 
genre fans. Barbara Stanwyck 
stars as an embittered woman 
who returns to her pacific coastal 
hometown, after being *around 
the block" a few times. Deter- 
mined to become the kind of 
woman she secretly knows she 
can't be, she weds a steadfast 
shipper (Paul Douglas) and be- 
comes pregnant, while falling in 
love against her will with the 
town's melancholic, alcoholic sex- 
ual outlaw (Robert Ryan)—who 
also happens to be the town's 
movie theater projectionist. We 
know exactly what lies ahead 
when Stanwyck remarks on the 
beauty of a film actress and Ryan 
replies, *She'd look allright if she 
was cut up a bit." (Here's a man 
after Dario Argento's heart!) The 
film's rornantic collision is framed 
against the elements—with lots of 
crashing surf and lowering skies— 
and its edge of unreality is relieved 
by vividly real supporting per- 
formances, particularly J. Carrol 
Naish's turn as Douglas' quick- 
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“What’s your poison?” Vera Clouzot serves Paul Meurisse in a 
typically tense moment from DIABOLIQUE (1955). 


footed, trouble-making， beer- 
sneaking uncle. The B&W cine- 
matography of Nicholas Mu- 
suraca (best known for his work 
on Tourneur's OUT OF THE PAST 
and several Val Lewton produc- 
tions) has been spotlessly trans- 
ferred, revealing an unexpected 
depth and power. Available exclu- 
sively on laserdisc, this release 
contains the fascinating industrial 
prologue that is often deleted from 
TV prints. 


DIABOLIQUE 
1955, Criterion, $49.95 (CLV) 


Henri-Georges Clouzot's clas- 
sic suspense film, like Hitchcock's 
VERTIGO (1958) and the recent 
BODY PARTS (1991), is based on 
anovel by the French writing team 
Boileau/Narcejac, in this case 
CELLE QUIX N'ETAIT PLUS (“The 


Woman Who Never Was”). A 
cruel, philandering school head- 
master (Paul Meurisse) is poi- 
soned by his wife (Vera Clouzot) 
and then drowned by his abused 
mistress (Simone Signoret), both 
of whom are subsequently 
taunted by signs that he may still 
be alive. Thanks to a freshly-sub- 
titled print struck for a mid-'80s 
theatrical revival, the English 
translation of this film fares much 
better than THE WAGES OF FEAR 
(see below), with one exception: 
the original French title Les Dia- 
boliques is translated as “The 
Devils,” though “The Diabolic 
Ones” would be more accurate. 
(The film’s best-known English 
title—the one on the sleeve—ap- 
pears nowhere on the film itself.) 
This transfer couldn't be better; it 
actually looks superior to the 
35mm print currently in circula- 
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tion, the sound has great pres- 
ence, and the break between sides 
could not have been more 
chillingly placed. 


FANTASIA 


1940, Walt Disney/Image, D/S/CC 
$39.95 (CLV), $89.95 (CAV) 


It must have seemed a com- 
mercial brainstorm to release this 
animation milestone on tape and 
disc for only 50 days, and never 
again, but what happens if your 
tape snaps? What happens if your 
disc begins to speckle? Credit 
Disney with finally coming up with 
an idea more fiendish than remak- 
ing foreign films in English! Their 
announced plan to periodically 
reshuffle and add to the film's ex- 
isting segrnents is sornething else 
we find questionable; the art of 
animation has changed so much 
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in the last half century, not to 
mention the technique of individ- 
ual (as opposed to computer) ani- 
mation, that the new episodes are 
likely to repel or reject the original 
episodes like transplanted organs. 
It might have been Walt's own 
idea, but he and Leopold Sto- 
kowski were both alive when he 
had it. 

FANTASIA fails its self- 
assigned project of “reproducing 
some of the images that might 
occur to you, while listening to a 
live orchestra.” On these terms, 
the freeform episodes are most 
successful—is there anything 
better than “Night on Bald 


Mountain”/“Ave Maria”?—be- 


cause, when Disneyesque charac- 
ters traipse into the spotlight, we 
cease to accept the projection of 
subconscious images as our own. 
The miracle of this film is that we 
so often do. 

So hows the transfer? The 
Fantasound soundtrack has been 
honestly restored to include all of 
its historic flaws and eccentrici- 
ties, and it is aurally bewildering to 
hear a full orchestra swaying from 
one speaker to another. The same 
cannot quite be said of the image 
track. On the positive side, the film 
has been scrubbed cleaner and 
brighter than it's ever been; to see 
this disc is to see color once again 
with the eyes of a child. On the 
other hand, purists may argue 
that this is not exactly the same 
film shown to audiences in 1940; 
the attractive end titles are new 
(including restoration credits) 
and, during “The Pastoral Sym- 
phony" (Side 2/ 34:05-34:10), 
one shot of a female centaur being 
prepared for her suitor has been 
optically enlarged—note the in- 
creased grain—to crop-out the 
off-color joke of a Black Cupid, 
happily shining her hooves. (The 
shot reportedly disappeared from 
the film in the late 1960's, and was 


supplanted by recycled footage 
from elsewhere in the segment.) 

The CLV and CAV discs are 
said to have comparable quality, 
but the CAV disc is festooned with 
bonuses. It comes packaged in an 
oversized box, complete with a 16- 
page liner notes booklet, a limited 
edition commemorative litho- 
graph, a Certificate of Authenticity 
(impersonally signed by Roy 
Disney), and a bonus disc 
containing FANTASIA: THE MAK- 
ING OF A MASTERPIECE—an 
excellent, if gratingly proud, docu- 
mentary hosted by LA. LAW's 
Michael Tucker, which has aired 
on The Disney Channel The 
archival footage alone makes this 
extra a must. 


THE WAGES OF FEAR 
1952, Criterion, $59.95 (CLV) 


Henri-Georges Clouzot's 
greatest masterpiece of suspense, 
Le Salaire de la Peur, finally 
arrives intact on disc after years of 
incomplete, public dornain cir- 
culation. Trapped by circum- 
stance in a South American 
purgatory town, four men (Yves 
Montand, Charles Vanel, Peter 
van Eyck, and Folco Lulli) accept a 
lucrative but dangerous offer to 
drive two truckloads of nitroglyc- 
erine across rugged terrain. The 
film's performances by the four 
leads are exceptional, especially 
Vanel (the seedy detective of Les 
Diaboliques) as an aging French 
gangster, whose nerves collapse 
quickly during the gruelling 
journey. 

This 149m restored print is 
18m longer than the most com- 
plete versions available on tape. 
The additional footage includes 
some fleeting female nudity in a 
scene of Montand killing a taran- 
tula in a public shower; a longer 
take of the SOC board meeting, 
which wipes to the next scene in 
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shorter versions, after William 
Tubbs tells his fellow executives 
that they will not only pay their 
drivers well, but *thank them for 
it” also much of the early footage 
of the drive itself, including a tre- 
mendously rattling scene of the 
second truck picking up speed to 
“fly over” bumps in the road, and 
finding itself on a collision course 
with the truck ahead. Disc-viewers 
familiar with the tape version will 
be surprised to find a strobing 
optical flash missing from a key 
explosion, a vulgarism that was 
evidently imposed on domestic 
prints. The scene is far more effec- 
tive here. 

Despite its inarguable quali- 
ties, Criterion has made a couple 
of technical errors with this disc. 
Most obviously Chapter 25— 
which the sleeve lists at the begin- 
ning of Side 3—begins early, at the 
end of Side 2, which breaks just 
seconds before an explosion (!), 
interrupting a riveting scene at its 
apex of suspense. 

Furthermore, Criterion has 
failed to restore the film's full im- 
pact by not modernizing its sub- 
titles. This transfer preserves the 
loosely translated, censorious 
subtitles of the earliest American 
prints, which glossed-over the 
coarse language of the film's over- 
stressed, working-class charac- 
ters. The soundtrack's multiple 
*merdes" are easily grasped by 
the casual viewer, but *C'mon, 
let's celebrate" is a poor transla- 
tion of Lulli's exuberant sugges- 
tion of celebrating with a commu- 
nal piss. One can't help feeling 
confused when, at one point, van 
Eyck threatens to hit anyone who 
crosses him with a bar; his subtitle 
adds ominously, “And those bars 
are made of iron,” though he's 
actually said something about 
“enfer” (*..and it'll hurt like 
hell”?). The film's mounting ten- 
sions would no doubt be greatly 
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increased, and its characters 
better dramatically served, by the 
presence of stronger, more 
realistic language. Until this is 
done, THE WAGES OF FEAR can 
be appreciated by English- 
speaking audiences only in 
approximation. 


ZOMBIES ON BROADWAY 


1945, Turner/Image, $29.95 
(1:CLV, 2:CAV) 


Two witless press agents 
(Wally Brown and Alan Carney) 
sail to the isle of San Sebastian to 
procure a “real live zombie” (sic) 
for the opening night of a mob- 
owned nightclub, The Zombie 
Hut. Their search stumbles onto 
the experiments of the mad Dr. 
Renault (Bela Lugosi), who is us- 
ing a drug to synthesize zombie 
voodoo in human subjects. This 
short (68m) Carney and Brown 
programmer may be stale as 
comedy, but it has definite curios- 
ity value as an appendage to Val 
Lewtons RKO horror series, 
thanks to the supporting roles of 
Darby Jones (reprising the title 
role of I WALKED WITH A ZOM- 
BIE) and Sir Lancelot (CURSE OF 
THE CAT PEOPLE, singing “The 
Isle of Golden Dreams”). Director 
Gordon Douglas presents Jones’ 
horrific appearances in a straight, 
respectful manner which, com- 
bined with the none-too-original 
personalities of the comic duo, 
makes this oft-maligned quickie a 
virtual blueprint for the more 
successful ABBOTT & COS- 
TELLO MEET FRANKENSTEIN 
(1948). (Seeing Lugosi tell Brown 
that he wouldn't be entirely use- 
less in a laboratory is like seeing 


When was the last time 

YOU saw this scene from 
FRANKENSTEIN AND THE 
MONSTER FROM HELL (1973)? 


him commend Lou Costello on his 
fine brain.) Some of the film's 
most enjoyable scenes involve a 
charming, uncredited capuchin 
monkey. Not available on cas- 
sette, this film translates splen- 
didly to disc, looking and sound- 
ing better than almost any of 
Lugosi's previous video releases 
from this same period. The liner 
notes, however, do a poor job of 
recommending the film, and there 
isno sleeve mention that Side Two 
is in CAV. 


FRANKENSTEIN AND THE 
MONSTER FROM HELL 


1973, Nikkatsu, NDH-002, Y9,800 


Now out-of-print (but pre- 
sumably still available some- 
where), this pressing of Terence 
Fisher's last movie is well worth 
seeking out. The film's original 
running time was slightly over 
94m, but the most complete TV 
prints now circulating in America 
run only 92m 30s— missing a brief 
sequence of reconnecting the 
musician's hands to the creature's 
wrists, in which Baron Franken- 
stein (Peter Cushing) assists sur- 
geon Simon Helder (Shane 
Briant) by clamping a peripheral 
artery in his teeth. Though com- 
plete, the Japanese disc is still not 
quite definitive. On the negative 
side, ithas been time-compressed 
to 90m 27s, and the hiss of its pre- 
CX audio track becomes annoy- 
ing in the quietest, most sus- 
penseful scenes. The image is 
also a bit murky, with heavy 
scratching prior to some reel 
changes and during the end titles. 
Despite these lapses, this remains 
a more exact representation of the 
film's original look than Para- 


mount's color-faded, overbright, 
domestic TV prints. It seems un- 
likely that Paramount Home Video 
will ever see the wisdom of releas- 
ing this worthy film in the States. 


LADY AND THE TRAMP 


1955, Walt Disney Video Classics, 
PILF-1040, ¥5,974 


No longer available in the US, 
Disney's first widescreen ani- 
mated feature can still be obtained 
as an import. The image quality is 
much superior to the (IS version 
but, sadly (unlike some other now- 
rare Disney imports like 20,000 
LEAGUES UNDER THE SEA, 
MARY POPPINS and TRON), is 
not presented in its original 
CinemaScope ratio. What is left of 
the image, fortunately, isn't 
cluttered-up with Japanese sub- 
titles; instead, in what is perhaps 
the disc's most striking character- 
istic, the multi-audio soundtrack 
can be accessed in English (digi- 
tal) or Japanese (analog) if you 
plee-ease,the latter soundtrack 
complete with songs re-recorded 
with Japanese lyrics! 


SONG OF THE SOUTH 


1946, Walt Disney Video Classics, 
PILF-1096, ¥5,974 


Still unreleased in the US, 
Disney's adaptation of Joel 
Chandler Harris’ “Uncle Remus” 
stories—the studio's first experi- 
ment with combining live-action 
with animation, since their early 
“Alice” cartoons—is beautifully 
captured on this import disc. Like 
LADY AND THE TRAMP, the multi- 
audio soundtrack presents the 
dialogue in the viewer's choice of 
English or Japanese; songs like 
“Zip A Dee Doo Dah,” however, 
appear to have thwarted Eastern 
lyricists and are presented on the 
image track with Japanese 
subtitles. 
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LIGHTS... CAMERON... 


Above: Ripley (Sigourney Weaver) stumbles into the wrong throne room in ALIENS (1986). 
Opposite: One of Arnold Schwarzenegger’s memorable soliloquies from TERMINATOR 2: 
JUDGMENT DAY (19391). 


ALIENS 

1986, Fox Video/Image Entertainment, 
D/S-SS/CC $99.98 (LD-CAV) 

THE TERMINATOR 

1984, Thorn/HBO Video, OP 

Hemdale Video, HF, $14.95 (VHS) 
Hemdale/Image, $29.95 (LD-CLV) 
TERMINATOR 2: JUDGMENT DAY 


1991, LIVE Entertainment, D/S-SS/CC, $99.98 (VHS) 
LIVE/Pioneer, $29.95 (LD-CLV), $89.95 (LD-CAV) 
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ACTION! 


T2 and ALIETYS: This Time It's More... 


By Tim Lucas 


ECEMBER 1991 
may well go down in 
laserdisc history as the 
month of James 
Cameron. 

On December 11, Cameron's 
summer blockbuster TERMINA- 
TOR 2: JUDGMENT DAY was 
shipped to stores on laserdisc in 
three variants: standard ratio, letter- 
boxed, and deluxe 4-disc CAV 
boxed set. Take your pick, they were 
all cheaper than the $100 VHS re- 
lease, indicating that T2 was being 
used to popularize the laser market. 
Only one week later, Fox Video re- 
leased Cameron's long-awaited, ex- 
panded version of ALIENS (1986)— 
a laserdisc exclusive, available only 
in a 4-disc, CAV, widescreen collec- 
tors edition. It was a most impres- 
sive invasion. 


Before & After 
ALIENS 


The Cameron video invasion 
actually began last summer with 
Hemdale Video's re-release of his 
second feature, THE TERMINA- 
TOR. In this film, young waitress 
Sarah Connor (Linda Hamilton) is 
sought by two emissaries from a 
post-nuclear future in which Man is 
at war with Machine; one is a mur- 
derous cyborg, the Terminator 
(Arnold Schwarzenegger), sent to 
kill Sarah before she can conceive 
her son, the future resistance leader 
John Connor; the other, Kyle Reese 


(Michael Biehn)—one of her son's best soldiers—is 
sent to protect her and, by implication, Hurnanity's 
only hope for survival. In a predictable but nonethe- 
less satisfying twist of time taffy, Reese and Sarah fall 
in love and conceive John on the run. At one point, 
Reese reveals to Sarah that he loved her long before 
they met, from looking at a photo that John carried 
with him. In the film's coda, we witness the taking of 
that photo and discover that Sarah was thinking of 
Kyle at the moment the exposure was made. 

THE TERMINATOR was quickly embraced as a 
“thinking person's" action picture, and marked a 
startling leap of prowess for Cameron, whose previ- 
ous film was the basically unspecial PIRANHA II: THE 
SPAWNING (1981), an Italian-American co-produc- 
tion filmed on the quick in Puerto Rico. The relentless 
action pacing of this sophomore effort holds up 
exceptionally well today, but it is THE TERMINA- 
TOR's well-considered, multi-levelled screenplay 
(which Cameron co-wrote with Gale Anne Hurd) 
which brings the film so close to perfection. Re- 
peated viewings of the film lay bare a subtle lattice- 
work of words and objects that helps us to see the 
unexaggerated extent of our mechanical dependen- 
cies—offered as proof that our date with disaster is 
already set. Some touches that come quickly to 
mind: Sarah's pet iguana, a cold-blooded creature 
thatis loveable in the context of her alienated society; 
her answering machine, whose recording fools the 
caller into believing they are speaking to a live per- 
son, then apologizes with the epithet *Machines 
need love too;” Sarah and her roommate assaulting 
their hair with blow-dryers, then saying of the final 
result, “Better than mortal man deserves;” her 
roommate making love while dressed only in a Sony 
Walkman; the discothéque, where the dance fare is 
synthesized, is called Tech Noir; a trip to the grocery 
store results in a bag of components for plastic 
explosives. In the subtlest of these touches, Lt. Trax- 
ler (Paul Winfield) interrupts Vukovich (Lance Hen- 
rickson, who's saying something obvious) by remov- 
ing his glasses and saying, *These work, you 
know" 一 an unexpected emphasis that reveals how 
completely we have accepted mechanical con- 
structs as appendages of our own bodies. 

Hemdale Video's TERMINATOR restored the film 
to its original running time of 106m 15s—the earlier 
Thorn/HBO Video release, in addition to being 
cropped and subjected to one of the ugliest transfers 


The T-1000's brief disfigurement by a shotgun 
blast to the head, necessitated this mechanized 
*Donut Head" replica of actor Robert Patrick, 
sculpted by Mike Trcic. 


in video history, had also been time-compressed to 
102m 6s. Hemdale's laserdisc, distributed by Image 
Entertainment, also restored the film's original 
1.85:1 screen ratio. The release of this definitive 
TERMINATOR transfer pleasantly coincided with the 
theatrical premiere of its highly touted mega-sequel, 
TERMINATOR 2: JUDGMENT DAY. 

T2 is set in contemporary Los Angeles where, 
again, two emissaries arrive from the year 2029. This 
time, both travellers are Terminators, but with a 
twist: the Arnold model is now a protector, sent by 
John Connor to defend his younger self from the T- 
1000 (Robert Patrick), a streamlined “mimetic poly- 
alloy" cyborg whose liquid metal composure allows 
him to impersonate virtually anything, and makes 
him indestructible. Sarah (Hamilton again)—recon- 
figured by the years into a hard, lean, single-minded 
survivalist—is sequestered in a maximum security 
mental institution, under the care of baloney boy Dr. 
Silberman (Earl Boen, in an amusing reprise of his 
role from T1); meanwhile, her son John (Edward 
Furlong)—supposedly 10 but obviously in his teens 
—is living in the suburbs with dysfunctional foster 
parents, rebelling against them toward a life of juve- 
nile crime. After saving John from the T- 1000's first 
atternpts on his life, the Terminator frees Sarah and 
drives the Connors to a survivalist compound in 
Mexico. While John tries to “humanize” the Termi- 
nator, ordering him not to kill and teaching him more 
realistic speech. Meanwhile, Sarah decides to assas- 
sinate Miles Bennet Dyson (Joe Morton), a Cy- 
berdyne Systems employee who will soon develop 
the computer system that initiates nuclear war on 
August 29, 1997—a system he is basing on the Top 
Secret microchip brain and endoskeleton arm left 
behind by the first Terminator in 1984. To her 
surprise, Sarah is incapable of carrying out the kill, 
but she and the others persuade Dyson to dismantle 
the work he’s done. As Sarah, John, Dyson, and the 
Terminator prepare to erase the embryonic threat at 
Cyberdyne Systems, the T-1000 prepares to inter- 
cept them... 


T2 in Review 


TERMINATOR 2: JUDGMENT DAY is one of 
those films that comes along every few years, moti- 
vated purely by a desire to make an audience dream 
with its eyes wide open. | was spellbound, like every- 
one, by the mercurial marvels executed by the T- 
1000 and the most frightening and consequential of 
all movie mushroom clouds. | was also generally 
impressed by the film's actors, especially Hamilton, 
but not least of all Schwarzenegger, who delivers his 
best rounded performance—iconic, humorous, 
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authoritative, even warm—since STAY HUNGRY 
(1976). Although it far exceeds the sum of the origi- 
nal film's parts, T2 is not as deeply satisfying; it was 
made perhaps too quickly—only eleven months 
from first written page to final cut—to achieve the 
formal clarity and elegance of the original. T2 also 
sends a lot of mixed messages, especially in terms of 
the Terminator's promise not to kill, which replaces 
quick death, more often than not, with relished, 
lingering sadism. 

As with Cameron's ALIENS and THE ABYSS 
(1989), the viewer senses again and again that 
valuable information has been removed for com- 
mercial considerations from T2, a film which, even in 
truncated shape, remains resolutely larger-than-life. 
In the three short months allotted to the film's post- 
production, three separate editors—Conrad Buff, 
Mark Goldblatt, A.C.E. (who edited T1) and Richard 
A. Harris—were hired to cut the picture. They deliv- 
ered a phenomenally exciting movie but, by studying 
T2's sprawling structure on tape or disc, the viewer 
can locate a few gaffes which proved insurmount- 
able for the editing team. Perhaps the most notice- 
able of these is Linda Hamilton's narration, which 
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Arnold's famous “Trust Me” smile— 
and a glimpse of its excised 
explanation. 


surfaces irregularly throughout the film, although 
many of its scenes occur outside her field of experi- 
ence; this narration is a surviving remnant of a 
futuristic coda, featuring an aged Sarah reminiscing 
from a peaceful setting in 2029, that was not in- 
cluded in the final cut. 

Highly recommended to anyone exploring T2's 
jagged terrain is TERMINATOR 2: JUDGMENT DAY— 
THE BOOK OF THE FILM (Applause Books, $17.95). 
This lavish trade paperback contains the complete 
Cameron/William Wisher screenplay—not a tran- 
script of the film—with meticulous annotations by 
Van Ling, the creative technical supervisor of Camer- 
on's Lightstorm Entertainment. The script is accom- 
panied by more than 500 photos, mostly ۷ 
2.35:1 frame enlargements, making this book par- 
ticularly useful to anyone who invests solely in the 
standard ratio tape or disc. Ling (who appears briefly 
in the film) keeps the promise of the book's subtitle 
by providing an exhaustive overview of the entire 
written project, ranging from Cameron's earliest 
musings, through such souvenirs of pre-production 
as unfilmed scenes and storyboards, to cut scenes. | 
put the book down not only with increased respect for 


the film—given an awareness of its missing compo- 
nents—but with an greater comprehension of what 
remains onscreen. 

One ofthe book's greatest favors involves show- 
ing the words that inspired sorne of the film's hand- 
somest images. A good example comes from the 
elegiac main titles sequence, as nuclear fire ravages 
a playground. Ling notes that one image of four 
burning rides was dubbed “the seahorse, rocking- 
horse, turtle, and chipmunk of the Apocalypse" by 
the crew, making literal sense of this prirnally arrest- 
ing image. The bock also provides pictures and 
dialogue from several important (and not-so-impor- 
tant) missing scenes. To list the most significant 
omissions... 


e Sarah's First Dream: 

After the T-1000's inquiry of the Voights (John's 
foster parents), Sarah—calmed by the thorazine 
Silberman has ordered for her—has a dream. Kyle 
Reese (Michael Biehn, briefly reprising his T1 role) 
appears in her cell, urging her to help their son, 
warning her of the consequences of her surrender. 
“The future is not set,” he says, building to a line that 
reappears later in the film: “There is no fate but what 
we make for ourselves." As Reese walks out, Sarah 
follows to find him gone. She runs for freedom, but— 
in a turn of events foreshadowing her eventual es- 
cape—is apprehended by three interns, supervised 
by Silberman. Again anticipating future events, the 
Terminator steps from the elevator and offers her his 
hand. They walk together onto the playground that 
is the scene of her recurring nuclear dream, as a 


The Terminator itself may look the same, but T2 
displays a new, state-of-the-art Linda Hamilton. 


blast of hellfire strips the flesh from them both. Only 
the Terminator's endoskeleton is impervious. (The 
final shot of the main titles?) This scene, which 
segued neatly to Sarah's angry videotaped interview, 
was considered unnecessary in light of the second 
dream, but it explains why the Terminator's appear- 
ance during Sarah's real escape is filmed in slow- 
motion: she is remembering her dream. 


® The Garage Scene: 

After Sarah mends the Terminators bullet 
wounds, John asks if there is any way to humanize 
the cyborg's behavior, to make him less conspicu- 
ous and *not such a dork all the time." He then 
proceeds, by following the cyborg's instructions, to 
reset its microchip from “read” to “learn” mode. 
Once the microchip—identical to the Top Secret 
chip held at Cyberdyne—is exposed, Sarah moves to 
destroy it.! John intercedes: “If l'm supposed to ever 
be this great leader, you should start listening to my 
ideas once in awhile, ‘cause if you don't, nobody else 
will." The omission of this sequence was gracefully 
compensated during post-production with the loop- 
ing of a single line by Schwarzenegger: *The more 
contact | have with humans, the more | learn.” 


@ Smile, Uncle Bob: 

The next day, while stopping at a roadside stand, 
John continues his humanizing experiments with the 
Terminator by teaching him to smile. His first at- 
tempt is atrocious. (So atrocious, that Schwar- 
zenegger is allowing no photos of this “smile” to be 
published!) This scene makes sense of the Termina- 
tor's two later smiles; the second, a one-sided grim- 
ace, occurs in the weapons compound as he hoists 
a GE mini-gun (“It's definitely you,” quips John); the 
third—a completely natural smile—occurs at Cy- 
berdyne, as the Terminator prepares to discourage 
the police (“Trust me”). 


@ Systems Malfunctioning: 

During the showdown at the steel mill, the T- 
1000 experiences a mysterious ripple after coming 
into physical contact with the Terminator. Frame- 
by-frame study suggests that it's a silvery ripple of 
Amold going through the T-1000, preparing the 
viewer for an imitation of the Terminator which never 
occurs. In fact, as a result of the T-1000's earlier 
dousing in liquid nitrogen outside the steel mill, 
some earlier shots were removed which suggested 
that its polyalloys were malfunctioning. One of these 
shots showed the T-1000's hand adopting the look 
of the black-and-yellow tape striping a metal bannis- 
ter, while another showed his feet mimicking and 
bonding with the diamond metal plate flooring. 
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The Terminator and John Connor (Eddie Furlong) 
phone home. 


If deleted material is behind some of the film's 
structural inconsistencies, T2's hurried production 
schedule resulted in some erratic scripting. While 
taking a group of interns on a tour of Pescadero 
State Hospital, Dr. Silberman (who is walking with- 
out apparent discomfort) mentions that Sarah 
stabbed him in the kneecap with a pen a few weeks 
earlier.? In a scene that occurs the very next day, Sil- 
berman reviews Sarah's case and tells her, in all sin- 
cerity, “Your attitude has been very positive lately.” 

Another problem spot occurs after John phones 
foster mother Janelle Voight (Jenette Goldstein, 
“Vasquez” of ALIENS), who is being impersonated 
by the T-1000. The editing of the following scenes is 
problematical. After the Terminator tells John that 
the Voights have been killed, we cut back to their 
kitchen, where the T- 1000 resurnes his LAPD traffic 
cop form and walks out. Cut back to the parking lot 
where John and the Terminator are talking; John is 
unfazed by the news of the Voights' deaths, but 
rather awed to learn that the T-1000 can imperson- 
ate anything. Cut to Pescadero, where Sarah is being 
questioned by police. They show her photos taken of 
the Terminator that afternoon at the Galleria shop- 
ping mall, mention that her son's foster parents have 
been murdered, and that they know this man to be 
responsible! Cut back to the parking lot, where John 
and the Terminator are still talking, establishing that 
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only seconds have passed since Todd Voight (Xan- 
der Berkeley) was shish-kebabbed to a quart of milk. 
How could the police be aware of the Voights’ 
deaths, when they've only just happened? And if 
John cared enough to call them with news of his 
whereabouts, why isn't he the least bit fazed by their 
deaths? This problem patch seems to be the result of 
having an important scene (Sarah's inquiry) and 
having no logical place to put it. 

Of course, the chronology of events is the film's 
greatest inconsistency. T2 seerns to be set in con- 
temporary Los Angeles but, if conceived in 1984, 
John's birthdate (2/28/85) would place these events 
fromhis pre-teen years no earlier than 1996: the year 
before The End. This time-frame makes dramatic 
sense, given the urgency of Sarah's assassination 
plans, but is contradicted by the absence of any 
noticeable advances in the look of daily life. To 
confuse matters further, the Terminator's files on 
Miles Dyson reveal to Sarah that “in a few months” 
Dyson will invent a revolutionary microprocessor, 
that *in three years" Cyberdyne will become the 
world's leading supplier of military computers, with 
the funding of Skynet to corne even later. If true, this 
information would date this story circa 1992. In 
other words, unless John is actually 6-7 years old, 
the Terminator has the wrong time, and Dyson is still 
developing a project he's already finished! (If you 
think that's something, who is that baby in Sarah's 
dream during the nuclear blast of 1997?) 

These inconsistencies, no doubt the result of a 
rushed preparation, may be flaws in fact, but they are 
fun to unravel and hardly detract from the film's 
ability to entertain. 


T2.35:1 


T2 was photographed by Adam Greenburg, 
A.S.C., who also shot TERMINATOR. Visually, and 
not simply on account of its advanced effects tech- 
niques, the sequel looks dazzling, suffused with cool 
metallic blue and angry orange. Greenburg filmed 
T2in Super 35, a non-anamorphic format which can 
forge a 2.35:1 aspect ratio by exposing only the 
middle two perforations of each frame. In this case, 
Greenburg opted to expose all four perfs while 
composing for the middle two, allowing the film's 
standard ratio transfer (the videocassette version) to 
exist as an acceptable alternative, rather than sub- 
ject his work to a pan/scan transfer. 

The boxed CAV disc set includes a letter from 
James Cameron which explains that the letterboxed 
edition is the “truest” version of the film. While | 
share the opinion that the letterboxed T2 is definitive, 
Ican't ignore the extra measure of consideration that 


went into the standard transfer. Here, more visual 
information has been added to the top and/or bot- 
tom of the screen, which shrinks the overall image 
slightly but permits more left and right information to 
reach the screen than a pan/scan transfer would 
allow. Subsequently, as happened with Cameron's 
THE ABYSS (also shot in Super 35), the viewer of 
both transfers is intermittently surprised by addi- 
tional details in the standard version: the increased 
definition of the concaved cement caused by Ar- 
nold's time-sphere; the plain view of a stunt driver 
behind the wheel, chasing our heroes as the Termi- 
nator lifts John onto his motorcycle; the pre-scoring 
of the flattened battlefield skull and the punchaway 
pay phone is more evident—all kinds of neat little 
things. At no time is the *cropped" version a blight 
to the eye, or to the impact of Greenburg's visceral 
cinematography. 


T2: The Supplement 


Provided on a separate fourth disc in the CAV set 
is David G. Hudson and Ed Marsh's THE MAKING 
OF TERMINATOR 2. This 31m short contains ap- 
proximately 9m of material not included in its syndi- 
cated summer or winter pay-per-view telecasts, and 
can be obtained on cassette only by joining the T2 
Fan Club. For what it is, this behind-the-scenes 
memento is better than most; the filmmakers cap- 
ture Cameron's organizational skill, Schwar- 
zenegger's great personal charm, and the warm 
camaraderie of the crew. It also succeeds in explain- 
ing advanced special effects techniques with pleas- 
ing clarity. However, after the sleek visuals of T2 
itself, this shot-on-video documentary pales badly, 
especially during the hideous, cropped and time- 
compressed excerpts from Thorn/HBO's original 
transfer of THE TERMINATOR. Though it's no sub- 
stitute for the Applause Books paperback—or Don 
Shay and Jody Duncan's sophisticated yet acces- 
sible production book, T2: THE MAKING OF TERMINA- 
TOR 2: JUDGMENT DAY (Bantam Spectra Books, 
$9.99)— THE MAKING OF TERMINATOR 2 makes a 
useful video addendum to both. 

The only complaints | have about T2-CAV are 
related to Sides 6-8. Side 6 is unprogrammed—why 
wasn't it used to include Stan Winston's much- 
admired teaser trailer (showing the manufacture of 
the T-1000) and the two theatrical trailers (which 
included tantalizing snippets of two deleted scenes, 
including Michael Biehn's cameo)? These short 
films, especially the teaser spot, are so connected in 
the popular consciousness with Cameron's film that 
it's a shame they weren't invited to the party. (The 
trailers were issued in Japan by Pioneer as a limited 


New ALIENS footage: Carter Burke (Paul Reiser) 
informs Ripley of her daughter's death... at age 66. 


edition promotional 8" disc, unobtainable by the 
general public. Secondly, THE MAKING OF... 
doesn't really warrant CAV presentation. It could 
have been most sensibly offered as a CLV bonus, 
along with those trailers, on the otherwise vacant 
Side 6. This would have reduced T2-CAV to a 3-disc 
set, kept the cost down, and enhanced its sales 
allure. Lastly, | was resentful to find a 30s commer- 
cial (also in CAV!) for the T2 crew jacket at the 
beginning of Side 7. “Until now, only cast and crew 
could hope to own one... order right now and save 
$30 off the normal $225 price!” Frankly, | didn't spot 
any cast or crew members in the documentary 
wearing one and, after spending $90 on this pack- 
age, | felt | deserved at least that much of a discount. 


ALIENS: LV-426 IN CAV 


Originally announced as ALIENS: SPECIAL EDI- 
TION [VW 3:23-27], the expanded ALIENS—pack- 
aged with the subtitle “Special Wide Screen Collec- 
tors Edition”—reinstates 17m of additional footage 
to create wnat James Cameron calls, “the best 
possible version of the film in the absence of time 
constraints.” It is presented on disc in its original 
1.85:1 aspect ratio, and the discs are accompanied 
by an attractive, illustrated folder which includes a 
letter from Cameron, a background history of the 
project written by David C. Fein, a chapter index, a 
character legend, and a page of restoration notes. 
Production of this ambitious disc is not credited 
onscreen or on the packaging, but production insid- 
ers credit Bart Pierce with the fact that this new 
version of ALIENS exists at all. 

Those who saw or taped ALIENS during its CBS- 
TV airings should be aware that the broadcast ver- 
sion restored only half of the material included here. 


37 


Newt and her ill-fated brother Timmy, played by real-life siblings Christopher and Carrie Henn. 


This deluxe edition, 8m longer than the broadcast 
version, contains several scenes not mentioned in 
our previous coverage. In addition to the six major 
scenes outlined in VW #3, there are the following 
restorations: 


* Chapter 5: Carter Burke (Paul Reiser) describ- 
ing the Weyland-Yutani company's financial 
interest in the colony on planet LV-426, while 
visiting Ripley (Sigourney Weaver)'s apartment 
with Lt. Gorman (William Hope). 


* Chapter 7: Restored introductory footage of the 
Sulaco interior, prior to the crew's awakening 
from hypersleep. 


* Chapter 9: Hudson (Bill Paxton)'s verbal bra- 
vado (“I'ma badass!") during the drop from the 
Sulaco to the surface of LV-426. 


٥ Chapter 10: Hudson and Vasquez (Jenette 
Goldstein) investigating some movement dur- 
ing their initial search of the colony. 


* Chapter 11: Reinstated footage of Ripley, 
Burke, Gorman, and Bishop (Lance Hen- 
rickson) entering the colony. 


* Chapter 20: Hudson, Vasquez, and Bishop 
speculating about the insect-like life cycle of the 
aliens in the lab. 


* Chapter 21: A blistering sequence of aliens at- 


tempting to bypass the automatic sentry gunsin 
the service tunnel. 
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* Chapter 23: The aliens trying their luck against 
the sentry guns positioned in the colony corri- 
dors, after Bishop begins his long pipe crawl. 
According to the disc's illustrated insert, Hicks’ 
dispatching of Hudson and Vasquez at the 
close of this sequence has been re-edited, 
rearranging the individual shots, and slightly 
altering Hicks' dialogue. (Altered dialogue can 
also be heard at various points during the re- 
stored sentry gun set-up in Chapter 18.) 


Certainly the most exciting new material is the 
5m 41s sequence on LV-426 (Chapter 4), in which 
the Jorden family—Newt (Carrie Henn), her brother 
Timmy, and their parents—discover the derelict 
alien ship and unwittingly revive its deadly crew. This 
sequence, dropped from the final cut and left unfin- 
ished, was completed specifically for this edition by 
Robert Skotak and Dennis Skotak, the film's visual 
effects supervisors.? The POV shot of the Jorden's 
land rover driving below the upraised fin of the 
derelict craft is one of the great moments of this new, 
definitive edition. 

As expected, the revelation of Ripley's daughter's 
death (at age 66) lend remarkable new shadings to 
Sigourney Weaver's performance, greatly enriching 
the human dimensions of her relationship with the 
orphaned Newt. Newt represents not only a substi- 
tute for the child Ripley has lost, but also her second 
chance at life. This reinstated storyline—so crucial 
that it's a miracle the film ever survived without it 一 


Newt's parents (Jay Benedict and Holly DeJong) leave the family tractor to investigate a strange sight. 


also provides a rational source for the inner strength 
Ripley summons to successfully lock crowns with 
the Queen Alien. 

The restored ALIENS should not be miscon- 
strued as a simple sweeping-up and sticking-to- 
gether of unused materials; there is some deleted 
material which Cameron has chosen not to rein- 
state. Among the scenes still missing from this 
version is Ripley's discovery of the cocooned Burke, 
while venturing back into the colony in search of 
Newt. Reportedly, she refuses to take the time to free 
him, instead offering him the parting grace of a 
thumbpress grenade. Cameron rightly saw this 
scene not only as a compromising cruelty, but as a 
distraction from the urgency of Ripley's mission. 


ALIENS: Picture Perfect? 


This deluxe set has received some unfair criti- 
cism for its intermittently grainy image, but this is no 
problem that didn't exist in the film's theatrical prints. 
Because of the nature of its sets, which demanded 
that only natural source lighting be used, ALIENS 
was photographed by Adrian Biddle with a special 
light-sensitive filmstock. This stock allowed many 
scenes to be shot in underlit situations. The only 
problem was, this stock couldn't differentiate be- 
tween underlit areas and natural shadow. As a result, 
those areas which should have remained black or 


dark are frequently compromised by the grain of a 
filmstock struggling to do its job. At the sarne time, 
the film's closeups (and other shots which feature 
direct lighting) look absolutely incredible, far supe- 
rior to the earlier, pan/scan transfer. While it's true 
that Fox Video's original ALIENS disc wasn't this 
grainy, it also didn't share this transfer's remarkable 
clarity. (It also didn't have this much peripheral 
information, where the grain tends to be most appar- 
ent.) In this case, aloss of grain would also represent 
a loss of definition. 

The supplement disc mentions an important fact 
that viewers tend to forget: though its onscreen value 
has been appraised at $45,000,000, ALIENS was 
produced for only $16,000,000. Cameron's com- 
plete involvement in the project eliminated the need 
for much costly speculation and design work, and 
his early experience as a New World Pictures art 
director paid off, as well. The enhanced definition of 
this new transfer allows some of the film's spit-'n- 
chewing-gum set decoration to show through. In- 
stead of using styrofoam hamburger containers to 
decorate starship corridors (as he did for GALAXY 
OF TERROR, 1981), other peculiar artifacts can be 
found on LV-426. In Chapter 12 (frames 5163- 
5336), a front-wheel transmission is visible on the 
laboratory set, positioned near Bishop's head as he 
examines the stasis tubes containing the dormant 
face-huggers. In Chapter 29, the rear-ends of three 
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television sets can be seen decorating the walls 
outside the elevator carriage, following Ripley's cli- 
mactic descent (5505-5521). Cameron must flinch 
when viewers suss-out details like these, but he 
could ask for no better index to the true scale of his 
achievement with this picture. 

The sharpened image also resulted in my discov- 
ery of at least one amusing technical slipshow. In 
Chapter 22, following Bishop's explanation of the 
emergency venting of the reactor (visible outside the 
window), the actors walk down a hall, past a large 
metal door bearing the Weyland-Yutani insignia— 
backwards (25693-25727). The subsequent close 
shots of Weaver have also been optically flipped, to 
keep her on the side of the room suggested by the 
reversed master shot. 


The Futures Overlap 


It is also fascinating to compare the imagery of 
ALIENS to T2 which, visually, is cut very much from 
the same cloth. During the main titles, the word 
ALIENS is summoned gradually by the intermeshing 
of several metallic blue horizontal lines; the effect 
bears a striking similarity to the very first narrative 
shot of T2: a gnashing shock cut to the grille of a 
truck. The shots of Ripley recklessly maneuvering 
the APC (Armored Personnel Carrier) toward an 
impromptu rescue, slamming against metal walls 
and showering sparks, recall T2's exciting flood 
canal chase sequence, in which a truck scrapes 
through the narrowing channels in pursuit of a small 
motorbike. Just as the metallic T-1000 pries open 
the elevator doors during Sarah's escape from 
Pescadero State Hospital, the bio-mechanoid aliens 
also force their ways through closing metal doors in 
two memorable scenes. The respective metamor- 
phoses of Ellen Ripley and Sarah Connor from con- 
fused victims into capable warriors is the most 
obvious similarity of all. 


ALIENS: The Supplement 


Side 7 is devoted to what may be the masterpiece 
of all laserdisc supplements. The supplementary 
materials were compiled and their presentation 
designed by David C. Fein and Michael Matissino, 
who have provided this disc with virtually everything 
the viewer might like to see or know about the 
production of Cameron's film: excerpts from early 
drafts of the script, interview footage, paper and 
video documentation, notes on the restoration. | 
made the “mistake” of watching Side 7 immediately 
after ALIENS, unaware that this single side encoded 
an exhaustive journey through all stages of the film's 
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production, lasting over three hours—longer than 
the restored film itself! Once that journey had begun, 
there was no turning back. 

Simply put, Fein and Matissino have created a 
supplement that ranks with the very best books on 
the subject of film production. Even the images 
taken from slides, presented here with a clarity 
comparable to actual screen projection, convey the 
feeling of being on the ALIENS set. One leaves the 
supplement feeling most impressed by the totality of 
James Cameron's own creative involvement—not 
only in terms of the film's writing and direction, but 
also in the designing of everything from its futuristic 
weaponry to the concept and mechanics of the 
Queen Alien itself. Provided are several of 
Cameron's initial sketches of the Queen—remarka- 
bly complete and imaginative. Who else could have 
had the presence of mind and humor to give one of 
the screen's most vicious monsters the legs of a 
Vargas girl? (Side 7's 22nd chapter includes a fasci- 
nating camcorder rehearsal to test Cameron's ideas, 
featuring a Queen Alien prototype made of foam- 
pads-and-trashbags, with puppeteers secreted in its 
chest!) Even the painting featured on the box of this 
special edition is the work of James Cameron. 

Chapter 3's interview with Cameron, conducted 
by Don Shay, was originally taped for Shay's won- 
derful “How They Do It” segment of Cinemax's 
short-lived THE MOVIE SHOW. His questions are well- 
chosen and the audio pleasantly issues thern from 
the left channel, with Cameron's answers coming 
from the right. In an inspired touch, Chapter 30 
contains a “Closing Commentary,” a resumption of 
the interview in which Shay asks Cameron to ad- 
dress the role played by dreams in his work. 
Cameron's response provides an elegant conclusion 
to the program, one that is also sufficiently energiz- 
ing to launch plans for an immediate horne retro- 
spective of his work. 

Nothing is perfect, the saying goes, and there is 
the odd misarrangement here of materials. Two 
photographs of Ripley's torching of the Queen's nest 
(33127-8) appear before the title card announcing 
this section (33129), and three frames detailing how 
Bishop was torn in half (33178-9) are also presented 
in incorrect order. One or two of the storyboards, like 
Syd Mead's design for a space shower, are repeated 
in different chapters, and there are also some mis- 
spellings, grammatical errors, and typos (“The air is 
think with steam"). For a supplement that was 
reportedly assembled in only nine days, these minor 
flaws become meaningless and its qualities become 
even more astounding. 

All in all, the new ALIENS is PFM... which I'll leave 
to the supplement to explain. 


James Cameron directs Arnold on location. 


At this point in time, the true potential and 
exciternent of science fiction films is being kept alive 
almost single-handedly by James Cameron. The 
most alluring of his alternative futures, however, is 
delineated in a letter printed inside the ALIENS 
folder. Here he notes that “the concept of a special 
cut or edition of a film is a new and exciting develop- 
ment,” and identifies the expanded ALIENS as not 
only “the best possible version of the film," but as a 
version which *could only exist on video because of 
its length." Carneron is using a negative to forge a 
positive; the commercial restrictions repeatedly 
imposed upon the breadth of his vision has inspired 
him to define home video not as a graveyard for his 
old films (as many other directors have done), but as 
agarden. Itcan only be hoped that results of this cal- 
iber will inspire other filmmakers to follow his lead. 

The original form of ALIENS was arguably the 
greatest sequel in the annals of filmed science fic- 
tion, and that achievement now stands remarkably 
improved. Plans are reportedly underway to similarly 
restore THE ABYSS, and | have no doubt that, 
someday, T2 will once again advance from its nu- 
clear hellstorm in an augmented, definitive edition. 

Just put them out, Jim. I'll be your first customer. 


NOTES 


1 


This moment (‘I don't trust it) can be glimpsed in 
the third and final T2 trailer. 


Sarah's stabbing weapon is described in the pub- 
lished screenplay as a screwdriver. 


Eagle-eyed viewers may notice a slight difference 
between the Jorden tractor rear view shot, as it 
appears on disc, and a standard ratio frame of the 
same image, which appears behind the supple- 
mentary text throughout Side 7, Chapter 11. This 
frame was in fact derived from the standard ratio 
transfer made for the expanded film's cancelled 
1990 British release, which included an alternate 
take of this set-up. The effects shot was refilmed in 
1.85:1 by the Skotaks in 1991. 


The expanded ALIENS may be released 
on cassette this May, to coincide with the 


laser release of Ridley Scott's expanded 
ALIEN and the theatrical release of ALIEN 3. 
一 TL 
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CONFIDENTIAL REPORT 
(a.k.a. MR. ARKADIN) 


1955, Criterion, $39.95 (CLV) 
UK: Connoisseur Video, HF, £14.99 (PAL) 


MR. ARKADIN 


1955/62, Various Public Domain labels 
(Z Channel Broadcast Copy used) 


By Tim Lucas 
ONFIDENTIAL REPORT (a.k.a. 
C MR. ARKADIN) is the first of Orson 
Welles' directorial efforts to join his ac- 
knowledged classics CITIZEN KANE 
(1940) and THE MAGNIFICENT AMBERSONS 
(1941) on laserdisc as part of The Voyager Com- 
pany's distinguished “Criterion Collection." It may 
seem a peculiar choice, but it is also a welcome one; 
although it is available in Great Britain, CONFIDEN- 
TIAL REPORT remains unreleased on cassette in 
this country. 

On the other hand—and it is another hand—MR. 
ARKADIN is widely available on domestic cassette, 
distributed by numerous public domain labels. The 
unflatteringly choppy structure of this American 
version has led many Welles enthusiasts to assume 
that CONFIDENTIAL REPORT, the longer European 
cut, is a superior reflection of Welles’ original creative 
intentions. Criterion's disc features liner notes to this 
effect (by noted Welles authority Jonathan Rosen- 


“Plan? 
Truth is, | didn’t have any plan. 
I was just knockin’ myself out 
chasin' somethin’ | didn't have 
any idea what it was! " 


一 MR. ARKADIN 


baum) but, unfortunately, the truth appears to be 
more complicated. 

As the full title of Criterion's disc indicates, the 
domestic and foreign versions are commonly mis- 
taken as the long and the short of the same film. Till 
now, the scarcity of the European version in Amer- 
ica, and vice versa, has retarded the need to classify 
and distinguish them. Seeing CONFIDENTIAL RE- 
PORT, we are left with almost too much to classify 
and re-classify. The greatest of its many revelations 
is the fact that both versions of the film contain 
footage shot by Welles that is not included in the 
other. For this reason alone, CONFIDENTIAL 
REPORT constitutes one of 1991's major film recov- 
eries on disc but—much like a long-lost, sacred relic 
that resurfaces only to call its own gods into ques- 
tion—it also tends to exacerbate the mysteries one 
expected it would put to rest. 

Before explaining this reaction in detail, some 
background information is definitely required... 


Will the Real MR. ARKADIN Please 
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VIDEOS RESTORED AND COMPARED 


Mr. Welles as the mysterious ogre, Gregory Arkadin. 


Stand Up? 


Bracco's death: Grégoire Aslan and Patricia Medina. 


Synopsis 


Guy Van Stratten (Robert Arden), a two-bit smuggler 
and confidence man, witnesses a murder one night 
ataharbor in Naples. He consoles the victim, Bracco 
(Grégoire Aslan), who, as he bleeds from a knife 
hurled into his back, whispers an unusual bequest: 
the name “Gregory Arkadin.” The man whispers 
another name to Mily (Patricia Medina), Van Strat- 
ten's girl, insisting that these names can bring them 
untold wealth. The police arrive, shoot an escaping 
suspect, and arrest Van Stratten for carrying contra- 
band on his ship. 

He is soon released from prison, but Mily forgets 
the second name, forcing them to take the less- 
informed path of blackmailing the rich and powerful 
Arkadin (Orson Welles) with Bracco's name and an 
empty boast of knowing “everything.” Arkadin, wary 
of Van Stratten's growing attraction to his daughter 
Raina (Paola Mori), recognizes the impotence of this 
threat and offers him $15,000 for a confidential 
report that will really unearth his hidden past. Ark- 
adin claims not to remember the details of his life 
prior to 1927, when he found himself alone in Zurich 
with 200,000 Swiss francs in his pocket... the foun- 
dation of his vast fortune. Van Stratten accepts the 
offer, and the attached string that he mustn't see 
Raina again. 

Meanwhile, Mily remembers the second name: 
“Sophie.” As Van Stratten tours the world looking 
for *Sophie," Mily—whose charms have nominated 
her to Arkadin's yacht entourage—is dropped 
ashore on a vacant beach, murdered by Arkadin in 
thestyle of his earlier victim, Bracco. After numerous 
interviews with past associates of Arkadin, Van Strat- 
tenlocates Sophie (Katina Paxinou), a retired lady of 
crime—now married to a Mexican general 一 who 
loved Arkadin under his real name of Athabadze. 
Knowing that Van Stratten is working for Arkadin, 
she tells him what he needs to know and thatshe has 
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no intention of using this information herself. 

Van Stratten takes the facts of Arkadin's past as 
a Polish white slaver back to Arkadin himself, who is 
throwing a Christmas party in Munich. Van Stratten 
learns that all of the participants in his investiga- 
tion—Sophie, Oskar, everyone—have been killed. 
He flees the party to find Jakob Zouk (Akim 
Tamiroff), the final living witness of Arkadin's crimi- 
nal past, hoping to save his own life by rescuing Zouk 
from his date with a knife. 


US Version: Guy Van Stratten (Robert Arden) 
meets Sophie (Katina Paxinou). 


Background 


Welles directed this strange film—part fable, part 
mystery, part Mardi Gras—over an eight-month pe- 
tiod in 1953-54, and was contracted to deliver his 
final cut to producer Louis Dolivet by Christmas of 
that year. (His preoccupation with this deadline may 
be discerned in the fact that the film begins and ends 
on Christmas Day.) When Welles missed his dead- 
line, Dolivet slapped him with a $700,000 lawsuit, 
charging Welles with breaking their contract and for 
misbehavior throughout production, ranging from 
excessive on-set drinking to the accused miscasting 
of newcomer Paola Mori, an Italian Contessa who 
would soon become Welles’ third wife.2 While this 
suit awaited hearing, Dolivet seized the film and sold 
its European rights to Warner Brothers, who report- 
edly recut the picture drastically to create a more 
linear piece of work than Welles had intended. 
CONFIDENTIAL REPORT was released to European 
theaters in 1955. The American release of MR. 
ARKADIN did not occur until the Fall of 1962. In both 
versions, the breadcrumb path laid by Welles is in a 
sorry state of disarray. Welles himself considered the 
film “a mess made [out] of the best story I'd ever 


Spanish Version: Same scene, same room, but a different Sophie (Irene Lopez Herédia) 
in a different chair! And this still is from the American set! 


thought up," declaring to biographer Barbara 
Leaming that *[what was done to] AMBERSONS is 
nothing compared to ARKADIN!"? 

Atleasttwo other variants of ARKADIN also exist. 
The Spanish version, unavailable for viewing in this 
country, features different actresses in the roles of 
Baroness Nagel (Amparo Rivelles) and Sophie (Irene 
López Herédia), roles played in all other known prints 
by Suzanne Flon and Katina Paxinou; also the edit- 
ing is not credited to Renzo Lucidi, but to Antonio 
Martínez—though this may have been merely for 
quota purposes. Another variant of MR. ARKADIN 
was the first to appear: a French-language novel of 
the same name, published in Paris in 1955 and 
credited to Orson Welles, though it was in fact an 
adaptation of Welles' screenplay by Maurice Bessy. 
An unauthorized (and uncredited) English transla- 
tion appeared in Great Britain in 1956, and was 
reprinted as recently as 1988. Adding fuelto the fire, 
the blurb on the back of the most recent paperback 
edition claims that “the novel remains the definitive 
expression of Welles’ original intentions. "^ 

Perhaps because it isn't an adaptation of 


Shakespeare, MR. ARKADIN has amassed a cult 
that ranks it, among Welles’ lesser-known features, 
not far below TOUCH OF EVIL (1958) and THE 
LADY FROM SHANGHAI (1947). As Criterion's disc 
ably demonstrates, it is certainly a visual master- 
piece; the film is a pictorial point of congregation for 
all that we recognize as Wellesian, frorn the magical 
realism of KANE to the dour desolation of THE TRIAL 
(1965). The film is so visually dense, effervescent, 
and sensually provacative—carried along on the 
brisk mazurka winds of Paul Misraki's score—that its 
erratic dialogue can be easily tuned out by most 
viewers. The results are not apparently destructive, 
because the plot makes sense in its broad strokes— 
but not, as we will see, in the particulars of its 
dialogue. 

Jonathan Rosenbaurn's liner notes to the Crite- 
rion disc claim that, while it is “impossible to speak 
of a definitive ARKADIN... the superiority of CONFI- 
DENTIAL REPORT... over the various public domain 
versions... can't really be quarrelled with." In terms 
of the film's length, resolution, and professional 
polish, Rosenbaum is absolutely correct. However, 
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his additional comment that REPORT “at least, 
contains a few vestiges of the complex flashback 
structure that Welles had in mind" is ripe for ques- 
tioning, if not quarrel. 


The Flashback Theory 


According to actor Robert Arden, Welles conceived 
the film's “flashback” structure the night before 
filming commenced, and broke the news of his 
brainstorm to him and Akim Tamiroff while blocking 
the first scene. CONFIDENTIAL REPORT may in- 
clude a version of the scene in Zouk's apartment 
which builds to the telling of Van Stratten's story, but 
itis too redundant and ridiculous in context to believe 
Welles would have allowed it to remain in his final 
cut. 

First of all, both versions of the film commence 
with a the same footage of a private plane flying over 
an open field. The unmistakable voice of Orson 
Welles explains: 


“On December 25, an aeroplane was spot- 
ted off the coast of Barcelona. It was flying 
empty. Investigation of this case reached 
into the highest circles, and the scandal was 
very nearly responsible for the fall of at least 
one government. This motion picture is a fic- 
tionalized reconstruction of the events lead- 
ing up to the appearance last Christmas 
morning of the empty plane.” 


Were this prologue not enough to establish the 
following scenes as a flashback, Van Stratten's 
subsequent narration would cement the notion in 
the minds of most viewers. Secondly and most 
absurdly, CONFIDENTIAL REPORT proceeds to 
impose a third flashback on its already overbur- 
dened structure, as Van Stratten decides to tell Zouk 
his labyrinthine story from the beginning—at a time 
when he and the old man should be fleeing Munich 
for their lives. (“If we don't start moving," he says 
only seconds earlier, “you're going to be killed!”) 

The flashback structure, at least in terms of the 
two available drafts of this film, is a hollow idol. It was 
never part of Welles' script, as the novelization clearly 
attests. Surprisingly, the novel (which does not 
contain the empty plane prologue) more closely 
follows the linear structure of MR. ARKADIN. Indeed, 
of the two films, ARKADIN has the most consistent 
flashback framework; Van Stratten's narrations are 
not only neglected in CONFIDENTIAL REPORT for 
unconscionably long stretches of time, they are far 
less helpful. 
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REPORT vs. ARKADIN 


Is it possible that CONFIDENTIAL REPORT is a 
lesser facsimile of Welles' intentions than its admir- 
ers have assumed? REPORT runs 97m 32s (not 
99m as listed on the sleeve), while ARKADIN, more 
linear and less classically refined, runs 91m 38s. The 
latter version's rough edges somehow evoke its 
creator's signature with greater piquancy than its 
streamlined sibling, complementing its plethora of 
baroque funhouse stylings. ARKADIN looks like a 
cheap European film shot on the run; REPORT looks 
sumptuous, studio-coddled, as plushly post- 
produced as TOUCH OF EVIL. (Among other good 
deeds, Criterion rescues Jean Bourgoin's dazzling, 
impishly choreographed cinematography from the 
fuzzy diminishment of the ARKADIN tapes.) To claim 
the truer patrimony of MR. ARKADIN may not be so 
far-fetched; Welles himself always referred to the film 
as MR. ARKADIN, and claimed that it was the Euro- 
pean release of the film that was “completely 
destroyed.” 

Another detail that must be mentioned in ARK- 
ADIN's defense is that fact that several of its minor 
characters are dubbed by Welles himself, using 
words that, more often than not, actually match the 
actors’ lip movements. A pretty neat trick, this, 
considering that these parts are re-dubbed in CON- 
FIDENTIAL REPORT with different voices and some- 
times wildly rewritten dialogue! The only possible 
explanation is that ARKADIN, though released seven 
years after REPORT, is in fact an earlier draft of the 
film containing *temp tracks" in Welles' own voice, 
a theory well-supported by its closer structural re- 
semblance to the novel. This evidence also suggests 
that ARKADIN, despite the greater gaps in its car- 
pentry, is the closer of the two drafts to actual 
completion. 

In the opinion of actor Robert Arden, “Part of the 
problem with ARKADIN was... that, once Orson had 
written the script... he then lost interest in the actual 
filming... and then, to maintain his flagging interest, 
he would keep changing things, always saying that 
any discrepancies could be fixed up in the dub- 
bing."? It also seems plausible that, by working this 
way, Welles was doing what he could to insure his 
complete creative control of the project. Too often, 
he had seen other men jockey his thoroughbreds 
across the finish line as also-rans. Without Welles 
present to synthesize the various jigsaw pieces into a 
final cut, there would be no way his producers could 
release a film that made sense. Therefore, even if 
CONFIDENTIAL REPORT represents a later stage of 


Guy urges Jakob Zouk (Akim Tamiroff) to flee with him. 


revision than ARKADIN, we must remember that 
Welles was boring holes in an already seaworthy 
Structure to amuse himself, to test himself, perhaps 
also to insure himself— creating gaps and contradic- 
tions which might have been fixed later, had he not 
been removed from the project. 

The following is a detailed comparison of the two 
films, peppered with occasional references to scenic 
and structural variations found in the novel. The 
main transcriptions are taken from CONFIDENTIAL 
REPORT, and the scenes are presented according to 
the chapters appearing on the Criterion disc. Those 
chapters containing no variations have been omit- 
ted. Variant dialogue transcribed from MR. ARKADIN 
follows in brackets where needed, cited with the 
initials “MA.” 


Side One 


1 * Opening Credits 


The differences commence during the opening 
titles, which initially document the dreary, snow- 
bound streets outside Jakob Zouk's apartment at 
Sebastianplatz 16 in Munich. This footage continues 
in ARKADIN, ending with a fadeout after the cele- 
brated back-tracking shot of Van Stratten going 
upstairs. CONFIDENTIAL REPORT instead cuts 


away at the point of Jean Bourgoin's photography 
credit to a mobile of papier máché bats dangling 
against a black backdrop. 

After the technical credits, the cast is shown “in 
order of appearance.” Akim Tamiroff appears first in 
REPORT, andis tucked between Katina Paxinou and 
Tamara Shane in MR. ARKADIN. 


2 e Sebastian Platz 16 


Akim Tamiroff appears almost immediately in 
CONFIDENTIAL REPORT, following the shots of 
VanStratten's arrival which appear under the credits 
of ARKADIN; this footage is narrated thusly: 


“Here | am at the end of the road. Naples, 
France, Spain, Mexico, and now Munich— 
Sebastianplatz 16. In the attic of this house 
lives Jakob Zouk, a petty racketeer, a jail- 
bird, and the last man alive (besides me) to 
know the whole truth about Gregory Arkadin. 
My confidential report is complete now. My 
original fee for this job was $15,000 and it 
looks like a little bonus will be tossed in... like 
a knife in my back! But Zouk will get his first, 
unless | can save him. Yeah, and then me— 
the world’s prize sucker.” 


Van Stratten knocks on Zouk's door and enters his 
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cluttered quarters，introducing himself and then 
announcing that Gregory Arkadin is out to kill him. 


I'm a dying man with no money. 
Somebody wants to kill me? He's wastin’ 
his time... 


No money, huh? [TAKES SEAT BESIDE 
ZOUK ON HIS BED] How would you like to 
make 500 marks? 


Huh? And who are you, Santa Claus? 


[RISES ANGRILY] I'm the one who's gonna 
keep you from gettin' murdered! [MORE 
CALMLY] If | can save your life, | can save 
mine. We've got to stick together. 


Who are you? 

My name's Van Stratten. The first time | 
heard the name “Arkadin” was in 
Naples. The man Bracco told it to my 
girl, Mily. 

Who are these people? 


Mily was my girlfriend. Bracco gave us 
two names as a way of getting rich. 


ZOUK: Why should this Bracco do you a favor if 
he didn't know you before? 


GUY: I dunno, maybe he had some kinda 
sympathy for me. He was dying. 


ZOUK: Well, /'m dying, but | ain't got no 
sympathy for you whatsoever! 


At this, Van Stratten begins to pace, walking with 
his lips concealed by the upturned collar of his 
coat and the passing obstructions of Zouk's attic 
room. As he passes behind a column, the camera 
pans toward a shadowy wall and fades to black. 


GUY: I don't like you, either. But | have to save 
your life. I'll tell you why. It all began one 
night at the harbor of Naples... 


Thus, despite the stated urgency of the situation, 
Van Stratten makes the unlikely decision to launch 
into a feature-length reminiscence—the fade-out 
delivering us amongst the expressionistic shadows 
of the harbor. 

Because MR. ARKADIN reflects a chronological 
arrangement of the story, Van Stratten's encounter 
with Zouk does not occur until the Third Act of the 
picture, and then only in abbreviated form. 
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3 e Harbor in Naples 


Unlike CONFIDENTIAL REPORT, MR. ARKADiN 
jumps abruptly from Van Stratten's ascent of the 
apartment stairs during the main titles, to the Naples 
harbor. We see the peg-legged André Bloch (named 
“François Pacaud, alias Ferencz Bloch,” in the 
novel) scampering through the night, observed by 
our hero. 

In the first of ARKADIN's voice-over narrations, 
Van Stratten recalls: 


“I'd been in town. | was just comin’ back 
along the docks when suddenly | saw this 
character with a pegged leg. It looked like he 
was in an awful hurry to getaway from there. " 


The footage accompanying this narration does not 
appear until 5m 25s into CONFIDENTIAL REPORT. 

Van Stratten and Mily find Bracco dying, with a 
knife in his back. Bloch is pursued by the harbor 
police; he shoots at them, raising the later question, 
“If he had a gun, why stab Bracco?” Bloch is quickly 
felled by police fire. Bracco's dying dialogue is differ- 
ent in the two films; Grégoire Aslan's voice is dubbed 
in MR. ARKADIN by Welles himself. It is interesting to 
note that, in the following dialogue, only Bracco's 
words have been changed. 


The Police! They're coming this way! 

: The Police? Don't tell them what | said. 
[MA: The Police? What can they do for 
me now?] 


Guy, what about us? Will they put me in 
jail, too? 


Shut up! 


: Now listen. What | give to you is two 
names... 


You gotta tell me everything. [MA: You 
don't have to give me anything.] 


: This | didn't think I'd give to anyone. It 
isn't money, but it's worth millions. You 
were nice to me, it will make you rich. 
[MA: This is my gift to you; it will make 
you rich.] 


The changes may be spare, but the ARKADIN dia- 
logue is much more poignant, the REPORT lines 
awkward and jagged. Two other Bracco lines were al- 
tered in this scene: 


BRACCO: [To MILY] Come here, come here! 
Please, | must pay him back! [MA: 
Please, | must tell you this!] Remember, 
it's a secret. Tell him you know his past... 


[DYING] You will remember... the name... 
of the woman? [MA: You will remember 
the other name, too? The woman?] 


With no killer to be found, Van Stratten is jailed 
for the contraband cigarettes discovered aboard his 
boat." Bracco's release is summarized in the two 
films with different footage and different Van Stratten 
voice-overs. 


REPORT: 
“Mily wasn't waiting for me at the prison 
gate, but | traced her down to Juan les Pins. 
Smart girl, she had followed Bracco's hint. 
Arkadin was in town.” 


ARKADIN: 
“They confiscated my boat. | was broke. So 
when | got out, | had nothing better to do than 
look around and ask questions. He had a 
villa in Monte Carlo, a castle in Spain, one of 
the biggest yachts in the world, and at least 
three passports. But who he really was, and 
where all that money came from, nobody 
could tell me. Well, Mily wasn't waiting for 
me at the prison gates, but | tracked her 


Guy questions a lesbian 
friend (player unknown) 
about Arkadin's daughter. 


down to Juan les Pins, down to a nightclub 
where she was doin' a bubble dance... " 


Both montages end with Van Stratten outside 
the nightclub mentioned in the second narration, 
asking the club manager where he can find Mily, who 
is pictured on a background poster that reads “Strip 
Tease Atomique!”® Welles performs the manager's 
voice in ARKADIN, and the dialogue differs in RE- 
PORT, where it is performed by another actor. (In 
REPORT only, the dialogue is preceded by a waiter's 
comment that “Mily puts on a great show, M'sieur.") 


MANAGER: No, she's not here right now. She's off 


at the party. [MA: We got paid to let her 
off for that party.] 


The manager clarifies that, “At this time of the 
year, a party means only one thing—Gregory 
Arkadin!" REPORT follows this brief exchange with 
another montage and voice-over, this time reiterat- 
ing much of the previous ARKADIN narrative: 


“Who Arkadin really was and where all that 
dough came from, nobody could tell me. He 
had a villa near Monte Carlo and a castle in 
Spain, a Rolls Royce with a special musical 
horn, one of the biggest yachts in the world, 
and at least three passports. To shake him 
down, as Bracco had said, wasn't so easy. 
He was a tough baby to get to, bodyguards 
and all. But | found he had one weak spot. 
His daughter. Raina. " 
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D- t 


SAA E 


The film's most delirious images occur during Arkadin's triple-vodka parties. 


This is followed by a short scene of Van Stratten 
questioning locals about Raina in a bar. Different 
footage of Van Stratten conversing with one of the 
uncredited locals—a striking, mannishly-dressed 
Rachel Ward lookalike—fleetingly appears during 
the prison release montage of ARKADIN, evidently 
culled from a extended, deleted sequence.? 

CONFIDENTIAL REPORT wastes no time in 
locating Raina Arkadin. In the very next shot, she 
arrives with the Marquis of Rutleigh (Jack Watling) at 
the nightspot where Mily entertains. She is ogled in 
voice-over: 


"Quite a looker, Miss Arkadin. She might be 
tough, but she could lead me to her father. 
Then there was that boyfriend, one of those 
titled English characters called a marquess 
or something. " 
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(The accompanying footage does not appear in 
ARKADIN until some tirne later.) 

Inside the club, Van Stratten arranges with the 
bartender for the Marquis to be summoned by a false 
long distance call. He asks Raina to dance, admit- 
ting his tactic, which amuses her. Before their dance 
can begin, Raina is approached by one of Arkadin's 
many male secretaries, who informs her that her 
father awaits her outside in his Rolls Royce.10 She 
defers Van Stratten's request for a rain check, an- 
nouncing that she leaves tomorrow for Spain. Van 
Stratten follows Raina to the limo, proclaiming simi- 
lar travel plans, and returns inside the club as the 
Rolls pulls away. 

In the lobby, Mily waits for Van Stratten in her 
working costume. The two conspirators concoct a 
plan to get Mily invited once again aboard Arkadin's 
yacht. Again, sorne of the details in their dialogue 
differ between the two films. 


Look, try and go on that cruise 
because... and then, maybe, if you can 
get close to him, we can throw that other 
name at him. [MA: Look, try and go on 
that cruise and then, use all your charms 
on him and see what you can find out. 
Throw Bracco's name at him and...] 


That's the trouble! 


You forgot, you mean? 
You see, | couldn't hear very well and, 


right after that, Bracco died. | couldn't 
very well ask him to repeat it! 


Okay, now look. You tell Mr. Arkadin that 
you have a friend who knows somebody 
named Bracco. Don't use my name. 


Oh, Guy, be carefull! 


Just tell him, if he's interested, a meeting 
can be arranged. 


Look, it's different for me. I'm a girl and 
he's a man! 


The following lines from ARKADIN do not appear 
in REPORT: 


GUY: [ANGRILY] Will you please stop..! 
MiLY: Well, | can handle him! 


The scene ends in both films with Guy straight- 
ening his tie in a foyer mirror: 


| hope so! [LOOKING IN MIRROR, 
STRAIGHTENING TIE] There must be an 
opening for a bright young man in some 
company that Arkadin happens to 


control. Stranger things have happened 
in Big Business. [MA: You know, a bright 
young man who knows things about Mr. 
Arkadin... or pretends to know.] 


This is the point of the scene's fade-out in RE- 
PORT; in ARKADIN, Mily delivers a closing line: 
*Sure! Corne to think of it, who knows how Mr. 
Arkadin got started?!" 

lt is at this point in MR. ARKADIN that Raina is 
introduced, parking her sportscar outside the club. A 
different voice-over heralds her arrival: 


“The closest | could ever get to Arkadin was 
with that yacht of his. The Raina, it was 
called. After his daughter. She's quite some 
dame." 


The scene then proceeds as it does earlier in RE- 
PORT, albeit with different dialogue in Van Stratten's 
talk with the bartender, who is voiced in ARKADIN by 
Welles himself. 


BARTENDER: [UNINTELLIGIBLE], but | don't think it's 
anything serious. [MA: The Marquis 
of Rutleigh, but her father thinks 
nobody's 1 good enough for her. 
Sophie.11] 


How come she's not at his party? 


[MA: Is Mr. Arkadin with her?] 


: Itisn't the kind of party you ask you 
daughter to. [MA: No, he's giving a 
big party. Not the kind you'd ask 
your daughter to, if you know what | 
mean.] 


In ARKADIN, when Van Stratten's first scene with 
Raina plays out, he does not return inside the club— 
indeed, in this version of the editing, he's already met 
with Mily inside! Instead, as he watches Arkadin's car 
roll away, another voice-over guides us to fade-out: 


"Itwouldn'tbe so tough to get stuck ona doll 
like that, dough or no dough, but romance 
wasn't any part of my plan. Plan? Truth is, I 
didn't have any plan. | was just knockin’ 
myself out chasin' somethin' | didn't have 
any idea what it was!” 


5 e A Castle in Spain 


The next morning, Van Stratten arranges to 
travel to Spain with Raina under a transparent 
pretext. 


Hello! Are you really going to Spend My 
car broke down. How ‘bout a lift?!2 


So that's your technique! It's a long lift, 
but allright. 


[GETTING INTO CAR] Thanks, it's a lucky 
break for me. [NOTICES MAN WITH 
BINOCULARS STUDYING THEM FROM 
BALCONY] 


Oh, that? It's one of my father's 


This scene appears in ARKADIN with the dia- 
logue replaced by narration: 
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"At daybreak, there | was in front of the 
Arkadin villa, hitchin' a ride to Spain. I threw 
Raina a line about how my own car had just 
happened to break down there, and would 
she please give me a lift? But just then, | 
noticed some character spying on me...” 


After Raina playfully recites the various duties of 
these secretaries, ARKADIN resumes Van Stratten's 
voice-over: 


“They all seemed very interested in who was 
bummin' a ride from the Boss's daughter. It 
was some ride at that. She really made time! 
And so did l...” 


The novel follows their cross-country journey in 
greater detail, including a scene in which Van Strat- 
ten gains Raina's trust by fixing a flat tire, and a 
roadside break for a swim and a nap which makes 
this newfound trust explicit. 


9 @ A Drink to Friendship 
10 و‎ A Drink to Character 


The charming footage of Chapter 9, which ap- 
pears only in CONFIDENTIAL REPORT, feels more 
like an outtake than an actual scene. It begins 
abruptly, with a rather loud splice, suggesting that 
the scene is beginning in progress, although lead-in 
rnaterial (if it ever existed) appears in neither version. 
Drink is flowing, and Mr. Arkadin is holding court 
amid the last remaining guests of his party. He is 
speaking to someone named Luigi. 


ARKADIN: No, not a speech. I'm proposing a toast, 
in Georgian style, Luigi. 


LUIGI: [REMOVING MASK] How did you recognize 
me? 


ARKADIN: [SMILING] | know you! [ADDRESSING 
CROWD] Your glasses upraised. In 
Georgian toasts, a little story always 
goes first. | had a dream. | found 
in a graveyard where all the tombstones 
were marked in a curious way. 1822- 
1826, 1930-34—always like that, always 
a very short time between birth and 
death. In the graveyard, there was a very 
old man. | asked him how it was, that he 
had lived so long when everyone else in 
the village had died so young. But, no, 
he told me this: “It is not that we die 
early. It is just that here, on our 
tombstones, we do not count the years 
of a man's life, but rather the length of 
time he has kept a friend. Let's drink to 
friendship. 
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Though not present in ARKADIN, this delightful, 
disconnected fable is nevertheless indirectly refer- 
encedin both films upon Van Stratten's return to the 
party in the following chapter. 

Arkadin begins a second toast by saying, “And 
now I'm going to tell you about a scorpion,” his 
words indicating that this is a second story. The toast 
takes the form of a fable about a scorpion who 
promises not to sting a frog who agrees to carry him 
across a river. Halfway across the river, the scorpion 
does sting the frog and apologizes, rationalizing “lts 
my character.” Arkadin then proposes, “Let's drink 
to character.” 


11 e The Great Secret of My Life... 
Amnesia 


Van Stratten's agreement to compile a dossier 
on Arkadin is followed in CONFIDENTIAL REPORT 
bya different fade-out. He accepts the $15,000 offer, 
adding, “Only | need dough for expenses.” This is 
followed by a shot of a small stack of paper money, 
as bills of all worldly demoninations are tossed 
jubilantly onto the pile. 


12 e The Search Begins 


REPORT dissolves to a montage of Van Stratten 
interrogating witnesses in a series of major world 
cities, double exposed with the countries listed on an 
airline menu. The montage is narrated: 


“My travels took me from Helsinki to Tunis, 
Bruxelles, Amsterdam, Geneva, Zurich, 
Trieste, Marseilles, Copenhagen. | talked to 
every crook who'd been around in 1927, and 
a whole lot of other characters, too. | claimed 
I was a newspaper man, and that got me at 
last to Sir Joseph, a retired Intelligence chief 
who gave me my first lead.” 


Presuming that Van Stratten's “newspaper” is TIME 
magazine, Sir Joseph offers a statement “with the 
understanding that it is not to be quoted." The 
statement condemns Arkadin's business tactics and 
refers Van Stratten to Copenhagen, where one of 
Arkadin's former associates— Professor Roszinski— 
is now ringleading a flea circus.!3 


13 e Crooks... the Fleas of the World 


VanStratten's interview with the cadaverous Pro- 
fessor Roszinski (Mischa Auer)—who resignedly rolls 
up his sleeve at “feeding time"— differs slightly in the 
two films. (Auer's dialogue is dubbed by Welles in 


Would you buy a *telly-o-scope" from this man? Michael Redgrave 


as the seedy antiquarian Burgomil Trebitsch. 


both versions.) The image track, however, shows the 
Professor's fleas performing different tricks. In RE- 
PORT, they play soccer, kicking tiny cotton balls; in 
ARKADIN, they pull a miniature cart! 


Why come to me? | am a legitimate 
entertainer now. Please watch your 
smoking. | am only interested in fleas. 
That's all? [NOT IN MA] 


Now we are rehearsing. Besides, | am 


getting ready for a show in a few 
minutes, so | cannot give you much 
time. [WAVES CIGARETTE SMOKE AWAY] 
Oh, please please please, the fleas don't 
like it! [MA: Now we are rehearsing. 
Besides, | have to get ready for a show 
in a few minutes.] 


The following bit appears only in CONFIDEN- 
TIAL REPORT. 


GUY: 
PROF: 


Will you at least try guessing? 
Have you ever seen a football game? 


After severa; closeups of flea soccer (“Allez.. 
hoop!"), the scene continues unchanged in both 


versions. 


GUY: 


PROF: 


Why would a man want to escape from 
Poland? 


In the last few years, my country has 
offered its people a wide variety of 
incentives for moving elsewhere... 


As the interview continues, The Professor suggests 
that Van Stratten try bothering another Pole, like 


Tadeus. 


GUY: 


I've got a friend due in Tangier this 
week. She'll see Tadeus. 
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The Professor (Mischa Auer) enlarges upon a point for Van Stratten. 


Side Two 


This flea circus scene is followed by Mily's meet- 
ing with the black marketeer Tadeus (Peter Van 
Eyck) in Tangier. In CONFIDENTIAL REPORT, the 
sceneis introduced with a unique (and frankly redun- 
dant) narration: 


“Mily, on the cruise with Arkadin, stopped off 
in Tangier to see Tadeus.” 


Van Stratten presumably knows this from his 
offscreen correspondence with Mily. The Criterion 
disc—contrary to the chapter numberings on its 
sleeve—includes this segment in Chapter 13, which 
throws off the remaining numeration. This sequence 
appears much later in ARKADIN. 


16 @ Mily’s Demise 


One of Welles’ greatest achievements in this film 
is Milys drunken scene aboard Arkadin's yacht, 
which unfolds in a wildly rocking, low-ceilinged room 
that mocks her inebriation. (The novel explains that 
Mily can't hold her liquor, but finds that drinking 
helps her to gain her “sea legs.”) This pivotal scene 
is placed differently, and given drarnatically different 
meaning, in the two versions of the film. 
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In MR. ARKADIN, it immediately follows the strik- 
ing of Guy's deal with Arkadin, seguing into the 
shipboard scene with this off-kilter voice-over: 


“Mily, while out on a cruise, was keepin’ in 
pretty close touch with me whenever she 
could. Yeah, with a few other good-lookin' 
dames as fellow passengers. Mily was jun- 
keting around all this time with Arkadin. " 


CONFIDENTIAL REPORT places the scene after 
Van Stratten's interrogations of both Arkadin's for- 
mer compatriots—Professor Roszinski in Copen- 
hagen, and Burgomil Trebitsch (Michael Redgrave) 
in Amsterdam. The scene is introduced in REPORT 
with a different, superior narration: 


“I'd lost touch with Mily after Tangier. She 
was going on with Arkadin on his yacht with 
a few other good-looking dames. Maybe 
Mily was becoming independent and going 
after his money in her own way... " 


When the carnera cuts from an exterior porthole 
to an interior view, REPORT initiates the scene with 
a brief shot (not featured in ARKADIN) of Mily being 
kissed by Arkadin. Mily, spilling much more than 
she's swallowed, blathers about things she's learned 


about Arkadin in correspondence from Guy. The 
mountainous Arkadin looms above her, a sober and 
immoveable center to this wobbling room. Nerv- 
ously, Mily begins to flirt. 


Y'know, you're kinda cute in a weird 
sorta way. After a person gets over being 
scared o' ya. Why'd you grow that awful 
beard? 

To scare people. 

When did you grow it? 1927? 


You know something about that year? 
Van Stratten discovered something? 


We know where you came from... 
ARKADIN: That's more than | do. 
MILY: Warsaw... 


ARKADIN: [ALARMED] Huh? What's that? 


Atthis point, the dialogue in the two versions of the 
film begins to diversify. 


MILY: Warsaw is a city in Poland! [BUMPS HER 
HEAD ON A HANGING BIRDCAGE; THE BIRD 
SQUAWKS] 


In ARKADIN, more words are spoken before Mily 
bangs into the birdcage: 


MILY: That's why Guy wants me to see Tadeus 
when we get to Tangier. 


ARKADIN: Who? 


MILY: Tade... He's an organized smuggler. | 
mean, he organizes smuggles. [BUMPS 
HEAD ON BIRDCAGE; BIRD SQUAWKS] Shut 
up! He knows all the crooks in the world 
and he's Polish. 


This variation effects a significant change. The 
fact that Patricia Medina speaks these exact words 
on camera establishes beyond doubt that the scene 
was not originally intended to be the chilling prelude 
to Mily's murder, as it appears in REPORT, but rather 
a lead-in to Peter van Eyck's cameo as Tadeus—as 
it appears in ARKADIN! This certifies the status of 
REPORT as a later revision. 

At this point, the footage becomes identical 
again in both versions, though Arkadin's initial re- 
mark is different. In REPORT, Arkadin chuckles at 
Mily's collision, and her elementary description of 


Warsaw; in ARKADIN, he bristles at Milys sugges- 
tion that Poles and criminals are birds of a feather. 


ARKADIN: | was aware of that. [MA: What's that got 
to do with it?] 


MILY: You see, Guy went to see your tailor in 
Zurich. 


ARKADIN: My WHAT? 


In a torrent of barely coherent dialogue, Mily 
condenses into garbled words one of the novel's best 
sequences. Van Stratten has visited Zurich and re- 
enacted Arkadin's “awakening,” wearing only the 
overcoat and thin shoes his employer claims to have 
owned, carrying exactly $20,000 Swiss francs—his 
expense money 一 in his pocket. Van Stratten realizes 
that his most urgent need is warmth and better 
clothing, and he feels the money in his pocket just as 
he arrives outside a warm-looking tailor's shop. The 
tailor's cutter remembers Arkadin and that his cheap 
suit had been made in Warsaw. (Van Stratten also 
realizes that he is exactly the age Arkadin would have 
been that fateful night.) 

“So that's where you came from,” goads Mily. 
She falls into a chair, helpless with laughter, as 
Arkadin's shadow seems to enclose her. 

In a drarnatically satisfying (albeit contrary) turn 
of events, REPORT fades to waves rolling into a 
deserted beach, Mily's nude corpse lying supine in 
the distance—supposedly knifed in the back. 

ARKADIN segues from Mily's helpless laughter to 
the comic scene at The Professor's Flea Circus, with 
this narration: 


*Now Bracco had made us a present of two 
names—‘Arkadin’ and somebody called 
‘Sophie.’ So, | asked around about this 
‘Sophie,’ too. The first nibble | got on that 
was in Copenhagen. In a flea circus!” 


The flea circus is followed in ARKADIN by Trebitsch 
and Mily's visit to Tangier, after which she disappears. 


17 ٥ The Baroness Nagel 


Arkadin's dinner with Baroness Nagel (Suzanne 
Flor), during which Sophie's current life as the wife of 
a Mexican general is revealed, is identical in both 
versions of the film. The scene ends with Arkadin's 
discovery that Van Stratten has earlier obtained the 
same information from her. “I am a fool,” Arkadin 
confesses to his startled dinner guest. “A fool is a 
man who pays twice for the same thing.” 


55 


Welles’ Arkadin makeup resembles Zeus in 
FANTASIA's “Pastoral Symphony" segment. 


In the novel, the scene unfolds in New York City, 
not Paris, and with Van Stratten as the Baroness’ 
dinner companion. The dialogue remains much the 
same. A careful examination of the film reveals that 
Robert Arden, not Welles, was seated across the 
table from Suzanne Flon during the filming. Flon 
says nothing to suggest that she is speaking with 
Arkadin, and her performance is culled almost 
entirely from close shots; there are no true two-shots 
in the entire sequence. To create the impression that 
the Baroness is dining with Arkadin, Jean Bourgoin 
photographed Welles from behind, seated before a 
rear-projected image of Flon at the table. The hand 
at rest on the table, seemingly growing out of Welles’ 
sleeve, is much too tiny and disproportionate to be 
his. In truth, Welles is massively eclipsing the over- 
the-shoulder view of her true companion: Robert 
Arden. 

Curiously, the scene is preceded in both versions 
by a montage depicting Van Stratten's search for the 
Baroness, which ends with this streetside encounter 
with her French concierge. 
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CONCIERGE: Well, she lives here. Of course, | 
remember you. You are the 
gentleman who was here the other 
day! Well, I'm sorry, Monsieur, but 
the Baroness won't be in until 8:00 
tonight. She had a dinner appoint- 


ment. [GUY TIPS HER] Oh, thank you, 
Monsieur! I think it might be with the 
gentleman who brought her the 
beautiful flowers, just after the day 
you were here. He was a big, tall 
man with a beard. 


The dialogue alludes to a previous visit which didn't 
occur. (Why would Van Stratten still be looking for a 
place he'd already been?) Clearly, this is a clumsily 
redubbed sequence which should have led to Van 
Stratten's dinner with the Baroness. 

Why these scenes were rewritten is anyone's 
guess. 


18 ٥ A Family Confrontation 


The restaurant scene dissolves to an exterior 
shot of Van Stratten walking along the streets of 
Paris toward the Hótel Royal Pigalle. The scene is ac- 
companied in both films by different narration. 


REPORT: 
[SPLICE] “... the Baroness. Why was Arkadin 
cutting-in on the very job he'd given me? | 
hoped the Baroness hadn't told him where to 
find Sophie. | had to get to Mexico before 
him, because now it was a race—for Raina. | 
was hoping to receive a message from Mily, 
too. | hadn't heard from her in quite awhile.” 


ARKADIN: 

“Until | heard about it from the Baroness, | 
hadn't even realized that Arkadin was in 
Paris! But! didn't bother to see him. If he was 
tryin' to do my job for me, I hadda hurry up 
and beat him to the finish. Before catching 
the plane for Mexico, | stopped by at my 
hotel. There still wasn't any word from Mily. I 
hadn't heard from her in weeks. " 


As usual, both voice-overs have their eccentrici- 
ties. The first isn't sure whether Arkadin knows that 
Sophie is in Mexico, but then becomes determined 
to beat him there. The second one suggests that Van 
Stratten has somehow found the time for a second 
(unseen) conversation with the Baroness. 


In the hotel, as Van Stratten invites Raina to his 
room for a drink, the manager leans forward as the 
elevator doors are closing and says, *Oh yes, and 
there's somebody else waiting for you..." This badly 
spoils the surprise that Arkadin is waiting for Van 
Stratten in his darkened room. In the novel, the hotel 
is located in Manhattan, not Paris, and the manager 
leans forward to remind him (too late!) that women 
are not allowed to visit male guests in their rooms. 


19 ٥ Oscar (sic) 


In a weird turn of events, Van Stratten's plane to 
Mexico doesn't take him to Sophie, but rather to her 
miserable husband, Oskar (Frédéric O'Brady).!4 


REPORT: 
“The Baroness had given me the name of 
Sophie's husband—Oskar, a drug addict. 
He was my next source of information. " 


Of course, this narration flies in the face of the 
previous voice-over, which suggests that the Baron- 
ess has given him the same name and address given 
to Arkadin: Sophie Jesds Martínez! 

No voice-over is heard in ARKADIN, which simply 
jumps aboard a fishing boat with this bald, whining, 
strung-out stranger as if it's the most natural transi- 
tion in the world. The only gesture toward an expla- 
nation is Oskar's complaint that he's been hired to 
provide concertina music for a private cruise, and is 
being held on board against his will. It is Van Strat- 
ten's plan to keep him away from his fix until he 
confesses Sophie's current whereabouts. 

The novel fills in quite a bit of useful information 
about this mystifyingly elliptic section of the film. The 
Baroness has only given Van Stratten Sophie's 
married name and the fact that she lives in Mexico 
City. He meets Oskar in a nightclub called “El Amor 
Brujo,” and finds his addiction obvious. When Oskar 
boasts of knowing Sophie, Van Stratten chloroforms 
him and takes him aboard a charted fishing boat for 
a cold turkey torture. Oskar identifies the other 
members of Sophie's gang, including one Wasaw 
Athabadze, whom he blames for Sophie's “ruin.” !° 
According to the book, Van Stratten never squeezes 
the address he wants out of Oskar. 

This brief scene cuts to an exterior view of the 
boat and two different narrations. 


REPORT: 
“Well, | didn't have to kill him. Finally, Oskar 
spilled everything. He told me that he was 


Sophie's real husband, and that her mar- 
riage to the retired Mexican general wasn't 
legal. [PAUSE] He told me all about her. And 
her connection with Arkadin. " 


ARKADIN: 

“I don't know how long | had to keep him out 
there, drifting around in that charted fishing 
boat. But, finally, he spilled everything. So, 
even though | hadn't managed to get to 
Sophie, now 1 knew all about her. And her 
connections with Arkadin. But, back in my 
hotel, there were a couple o' more surprises 
waitin' for me." 


The ARKADIN speech fits the length of the foot- 
age, while REPORT resorts to an unnaturally long 
pause to make ends meet. The “surprises” men- 
tioned it mentions are a couple of Mexican police, 
who confiscate his passport and tell him he has one 
hour to get out of Mexico City. To the attentive 
viewer, these surprises are nothing compared with 
REPORT's cavalier *Well, | didn't have to kill him." 
Van Stratten may be a con artist, but he isn't por- 
trayed anywhere in either film as a man capable of 
murder. Again, ARKADIN supplies the most useful 
remarks. 


20 e Señora Jesús Martínez 


It is not as apparent in the films as in the novel, 
but Sophie is behind Van Stratten's extradition, pun- 
ishing him for his abuse of Oskar. In the novel, the 
Mexican police escort our hero to a private audience 
with Sophie (“Well, what do you have to say for 
yourself?"). After the voice-overs offered by the films 
(“now | knew all about her”), their crucial meeting 
arrives in dressed-down, obligatory style. 

Their revelatory meeting is identical in both ver- 
sions of the film. 


21 e Arkadin Learns the ‘Truth’ 


This scene, in which Van Stratten is unexpectedly 
reunited with Arkadin in Mexico City, appears in the 
novel prior to his meeting with Sophie. The “truth” 
which Van Stratten boasts of finding has been 
squeezed out of the hapless Oskar. Presumably, 
when the bulk of Oskar's footage was scrapped, this 
scene was redubbed to suggest that the confessions 
were Sophie's. The scene is identical, in content and 
placement, in both versions of the film. 
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After the scenes in Mexico City，we find Van 
Stratten outside an aeropuerto with Raina in a 
convertible. CONFIDENTIAL REPORT offers the 
sole explanation: 


“On my way through to Germany, | decided 
to stop off in Spain to visit Raina.” 


However, Raina's explanation for being there—that 
she wanted to see her father *so | carne to Spain to 
wait for him here”—contradicts this, making their 
encounter seen wholly accidental. 

In REPORT, the scene fades out with Raina 
laughing at Van Stratten's story of her father's sup- 
posed pre-1927 *arnnesia," but goes on a bit longer 
in ARKADIN. 


What's so funny? 


Almost thirty years?! Oh really, chum, 
I've never heard of amnesia lasting that 
long! 


Depending which version you're watching, the 
scene either dissolves to Van Stratten walking the 
snowy streets of Munich (REPORT), or an exterior 
view of the United four-prop plane that takes him 
there (ARKADIN). REPORT precedes his questioning 
by two suspicious polizei (one of them Gert Frobe) 
with another gratuitous voice-over: “When | arrived 
in Munich, | had yet another surprise waiting for me.” 

The police want to question him about a body 
that's been found. Thinking they mean Bracco, Van 
Stratten tells them that it's “an old case, all blown 
over now," and begs off to attend... Arkadin's 
Christmas party? 


23 e They're All Dead 


Sure enough, Arkadin (who, last heard, was 
visiting Raina in Spain) is celebrating Christmas that 
night in Munich, and it is during these festivities that 
Van Stratten learns that the body mentioned by the 
police was Mily's. He tries to call Sophie, and learns 
that she and Oskar are dead, too. Knifed. 

Arkadin has been using Van Stratten to find 
those who will talk about his past, so that he may 
silence them. 
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24 e Jacob Zouk (sic) 


The Christmas party scene ends with Arkadin 
toasting his all-too-successful investigator (“To you, 
Mr. Van Stratten”). In ARKADIN, this shot fades to 
black, then fades into a reprise of the main titles 
shots of Van Stratten finding Jakob Zouk's apart- 
ment in a snowy, desolate neighborhood in Zurich. 
The shots are accompanied by this somewhat 
garbled voice-over: “... ask ‘im why, why he's been 
knockin’ off everybody that might remember that 
crummy little secret o' his. He'd say, ‘It's all because 
o' Raina.’ He's gone right off ‘is rocker at the thought 
she might find out about it.” We then cut to a won- 
derful closeup of Zouk (which appears near the be- 
ginning of REPORT), staring dumbfoundedly into 
the camera—aged, grizzled, and clearly no threat to 
anyone—as Van Stratten knocks urgently at his 
door. 

The novel provides some crucial information 
about Zouk that is left out of the films. Old and sick, 
Zouk has just been paroled from prison—suppos- 
edly because it's Christmas, but mostly because his 
health is declining steeply and his jailers didn’t want 
him dropping dead in his cell. 

In REPORT, Arkadin's toast dissolves back to 
Zouk's unheated apartment, where the same voice- 
over is presented as spoken dialogue. Guy Van 
Stratten continues: 


GUY: ... but you're the next to go. He's savin" 
me for the last, when | done all the dirty 
work. The only way | can save myself is 
by saving you, hiding you. That's why 
you're so important—you're the last 
living member of the gang! 


Gang, schmang. | belonged to lotsa 
gangs. 


Yes, | know. 


So what | once knew your Boss? [UNIN- 
TELLIGIBLE]? So go ahead, get some 
money away from him! But for this you 
gotta drive me out into the cold? 


He might be here at any minute! | gave 
him your address! That was before | 
knew he was the killer! [THROWS COAT AT 
ZOUK] 


Killer, schmiller. You gotta prove it! 


An incognito Arkadin pursues Mily through the streets of Tangier. 


In MR. ARKADIN, the throwing of the coat is 
preceded by inserted footage used in the opening 
scenes of REPORT, with sorne rewritten dialogue: 


I'm a dying man with no money. 
Somebody wants to kill me? 


Well, you could use some dough, 
couldn't ya? [TAKES SEAT BESIDE ZOUK 
ONHIS BED] We could go to my hotel... 
but he might find us! We'll go to another 
hotel, and I'll get you a fine room with a 
warm bed and lots of warm, big, thick, 
heavy blankets! 


Huh? And who are you, Santa Claus? 


[RISES ANGRILY] I’m the one who's gonna 
keep you from gettin' murdered! 
[THROWS COAT AT ZOUK] 


Killer, schmiller. 


This marks the final instance of variance. 
Throughout the remaining chapters—covering 
Zouk's short-lived rescue, Van Stratten's and Ark- 
adin's race to win Raina, and Arkadin's ultimate 
fate— CONFIDENTIAL REPORT and MR. ARKADIN 
are one and the same. 


Conclusions 


As previously stated, Criterion's CONFIDENTIAL 
REPORT is an immense presentational improve- 
ment over the ARKADIN cassettes presently in circu- 
lation. The image is consistently sharp and rich, with 
only modest traces of speckling. The film has been 
given one of the company's less ambitious packag- 
ings, but the absence of “extras” emphasizes the 
novelty of acquiring the film itself. The sleeve notes 
sport a few inconsistencies, however; Mily's name is 
misspelled, as is Zouk's name in the chapter titles 
(*Jacob"), though it is accurately spelled in the 
credits. And the erroneous chapter numbers on Side 
2 are a regrettable inconvenience. 

The most delicate aspect of the Criterion release, 
of course, is its title, which falsely implies that 
CONFIDENTIAL REPORT and MR. ARKADIN are 
interchangeable titles for the same film. Perhaps 
someday, when Criterion has completed its project- 
ed Welles catalogue (CHIMES AT MIDNIGHT and a 
CAV KANE with new extras have been announced), 
they may see fit to reissue REPORT and ARKADIN 
together, in a two-disc package that will truly come 
to grips with their sly and slippery symbiosis. 

Ultimately, the informed viewer leaves CONFI- 
DENTIAL REPORT with this Arkadian conundrum in 
mind, “Which better resembles its father—the pre- 
mature or the adopted child?” 

Let's drink to paternity. 
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NOTES 


This story was adapted from “Greek Meets 
Greek,” a 1951 radio play written by Welles for 
THE ADVENTURES OF HARRY LIME, a BBC Radio 
series spun-off from his starring role in Carol 
Reed's THE THIRD MAN (1949). In the radio script, 
Harry Lime is hired by a mysterious financier 
(named Mr. Arkadian) to prepare a dossier on his 
past life, an elaborate scheme to weed-out the 
loose tongues of past associates. The film's plot, 
especially in its uses of the dying man's legacy 
and the search for truth in an antique shop (with 
treacherous stuffed alligator), seems indebted to 
Hitchcock's THE MAN WHO KNEW TOO MUCH 
(1934). 


Mori, the Contessa di Girfalco, contributes a lively 
presence to the film and, in retrospect, seems 
quite acceptable. As for Welles' alledged drinking, 
it is worth noting that the frequent inebriation of 
the film's characters—those who attend Arkadin's 
parties are required to drink triple vodkas before 
crossing his threshold—is the rational explana- 
tion of its often disorienting imagery. 


Leaming, Barbara: ORSON WELLES, A BIOGRAPHY 
(New York: Viking Penguin, 1985). 


Welles, Orson: MR. ARKADIN (London: Star Books, 
1988). 


Leaming, p. 479. 


Peter Cowie, quoted in James Naremore's THE 
MAGIC WORLD OF ORSON WELLES [Dallas: South- 
em Methodist University Press, 1989], claims that 
Welles’ original intention was to show the credits 
against a background of live bats flying in chaotic 
whorls. 


The novel explains that Van Stratten has been 
smuggling Chesterfield cigarettes for Tadeus, a 
Tangier-based black marketeer. Tadeus, one of 
the major underlying presences in the novel, is re- 
duced to one brief scene in both films, played by 
the German actor Peter van Eyck. The film does 
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not state the duration of Van Stratten's prison 
stretch, which the novel tells us was three months. 


The novel precedes this scene with Van Stratten's 
visit to his mother, an aging Mediterranean tart, 
and her British companion Myrtle. Myrtle senti- 
mentally recalls a tryst with Guy in his younger 
days, and lends him 500 francs. He milks the 
handout for all it's worth, buying drinks while 
questioning the locals of the bars at Monte Carlo. 


In the novel, this character is identified as “Jen- 
nie,” a lesbian acquaintence to whom Van Strat- 
ten formerly relinquished an Austrian lover 
named Friedl. 


In the novel, Raina doesn't leave the club quickly 
enough, and she کا‎ goaded by her father with the 
“special musical hom” described in the earlier 
ARKADIN narration. The melodious horn is heard 
in neither version of the film. 


We don't know it yet, but “Sophie” is the other 
name that Mily is having such a hard time remem- 
bering. Why it appears here, out of place and 
completely meaningless, is anyone's guess. It is 
not properly revealed until 22m into MR. 
ARKADIN, and isn't heard in CONFIDENTIAL RE- 
PORT until 28m 32s. 


In the novel, Van Stratten uses a different tact: 
“I've got to be in Marseilles by noon. A big deal.” 


The Professor's name is given only in CONFIDEN- 
TIAL REPORT. It is not used in the novel. 


O'Brady—seen here in a thanklessly reduced 
role—played Gregory Arkadian in Welles’ afore- 
mentioned radio play, “Greek Meets Greek.” 


Since, in both versions of the movie, Van Stratten 
is in possession of this information when he 
finally meets with Sophie, it is likely that these 
scenes were filmed. pA 


THE LETTERBOX 


CAPTAIN HOWDY'S 
LAST HURRAH 


Tim Lucas & Mark Kermode's 
examination of the subliminals in 
THE EXORCIST [VW 6:20-31] was 
commendable, but they missed 
one. There is a fourth appearance 
of sorts of the Captain Howdy fig- 
ure when Father Karras regains 
his footing, directly after his take- 
over by the Howdy/Pazuzu entity. 
In video freeze-frame or slow-mo, 
a phantom double image is easily 
discernible. This image wavers 
from the more solid image—back- 
ward and forward—to different 
degrees, with special attention 
given to the after-image created 
by the two faces, the lesser of 
which seerns to be in partial nega- 
tive. This effect is entirely invisible 
when viewed at norrnal speed. 

Steven Feldman 
Providence, RI 


Miles Bennet Dyson (Joe Morton) 
ponders over his PC keyboard in 
TERMINATOR 2: JUDGMENT DAY. 


[EE E EE 
STEELE CRAZY AFTER 
ALL THESE YEARS 


Thanks for the beautiful and 
useful Barbara Steele issue. Tim, 
the opening comments of your in- 
troduction really encapsulate 
Steele's unique allure. She's a 
remarkable woman, as witness an 
amazing letter she sent me earlier 
this year—ostensibly about my 
book DARK ROMANCE, but in re- 
ality an elegant, often poetic 
ramble about the soul of an ac- 
tress, her love for Italy, and other 
topics about which she cares 
deeply. Reading it, | realized that 
she's every bit as intense as her 
screen performances suggest. 

Finally, I'd be happy if some- 
one could set the record straight 
on a film called THE SPACE 
WATCH MURDERS. A number of 
book and magazine sources claim 
this as a 1978 TV-movie that fea- 
tures Steele, but she quite flatly 
told my friend Mark Miller that she 
did not appear in any film of that 
title. l've looked for a synopsis and 
production information in Ameri- 


can and British references, with no 
luck. Does the film exist at all? 

David J. Hogan 

Arlington Hts., IL 


During a videotaped interview | 
saw recently, Barbara didn't re- 
member appearing in NIGHT- 
MARE CASTLE! In this case, 
however, | think she's right. I 
understand that THE SPACE 
WATCH MURDERS was a 1975 
TV-movie, starring Sam Groom 
and Tisha Sterling. Heroic VW 
reader Mark D. Neel of Colum- 
bus, Ohio diligently scanned his 
TV GUIDE collection for all of Bar- 
bara's listed pre-1980 television 
appearances. His major discov- 
ery was Barbara's involvement 
in a British comedy-drama, 
“Once Upon a Tractor," broad- 
cast on the omnibus show U.N. 
DRAMA on September 9, 1965. 
The hour-long program was di- 
rected by Leopoldo Torres- 
Nilsson, and also starred Alan 
Bates, Diane Cilento, Melvyn 
Douglas... and Buddy Hackett! 
Mark deserves a solid round of 
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applause for that one! As for THE 
SPACE WATCH MURDERS, Mark 
was unable to find it listed any- 
where, but tells us that Groom 
andSterling worked together in a 
1974 TV-movie called BE- 
TRAYAL, directed by Gordon 
Hessler. Has anyone seen this? 
Might the film have been retitled 
before broadcast? 


E A—— ÀJ 
CIAO, BARBARA! 


As a great fan of Barbara 
Steele, | really enjoyed VW #7. 
The following is a brief Italian vide- 
ography of Barbara Steele: 


* Otto e mezzo 
(Domovideo) 

*Le Voci blanche 
(Domovideo) 

e I Lunghi capelli della 
morte (Video Ciak) 

* Piranha (Warner) 

*L'Armata Brancaleone 
(RCA Columbia) 

* Femmine in gabbia 
[CAGED HEAT] (Playtime). 


My NTSC original of THE 
GHOST is on the United American 
Video label (UAV 5328). Why 
wasn't it included in your extensive 
videography? 

Maurizio Bertino 
Biella, Italy 


United American Video is a small 
budget label that doesn't publi- 
cize its new releases, so we sim- 
ply weren't aware that they had 
issued THE GHOST. 


(SR چو ومر‎ EE 
HEAT INCOMPLETE? 


| love your journal—where 
have you been all my life?—but 
how could you forget Jonathan 
Demme's CAGED HEAT (1974) in 
Babs Steele's filmography?! 
Naughty, naughty!! 
Michael O. Yaccarino 
New York, NY 


4: په‎ T 
“Who ARE these fans of mine and where do they COME from?” 
Barbara Steele and Antonio de Teffe in AN ANGEL FOR SATAN (1966). 


We never claimed our Vide- 
ography was a FlLMography. 
CAGED HEAT remains unre- 
leased on home video. 


woman archetype in his essay, 
*Leonardo da Vinci and the 
Mother Archetype," reinforcing 
and expanding on his own equa- 
tion of the creature with the 
Mother (as itis associated in Egyp- 
tian myth). 

In the heroic quest, which is 
most often a fable of maturation, 
the hero must delve into his own 
subconscious (the other associa- 
tion—besides the womb—of the 
vaulted dome of your photo) and 
best some dragon or otherwise 
ambiguous beast. The beast 
symbolizes the androgynous 
world of the parents and the hero's 
own borderline personality (verg- 
ing on manhood), which he must 
conquer if he is to be reborn into 
the adult world. 

Staying attached to this 
mother-creature means remain- 
ing in an ineffectual, immature 
state— "asleep," in a sense, as the 
characters are in (Ipchurch's ac- 
count; leaving means breaking 
our maternal bonds, so we can 
proceed to reconcile with the Spirit 


Ea سم پمپ‎ 
PTUSHKO 5 


Thanks again for a great issue 
of VIDEO WATCHDOG. | admire the 
way you've segued from the limi- 
tations of a comparative shopper 
to an advocate for the rich and 
unheralded extra-European fanta- 
sists, and am learning a bit myself 
from your cultural openness. 

| especially enjoyed Alan 
Upchurch's coverage of Alexandr 
Ptushko, a filmmaker entirely new 
to me. Upchurch seemed appre- 
ciative, himself, of the psychologi- 
cal resonances of the imagery in 
THE MAGIC VOYAGE OF SINBAD 
[Sadko, 1953], as demonstrated 
by his footnote on the Phoenix 
scene reproduced in your center 
spread. I'd like to direct him, how- 
ever, to what Erich Neumann has 
to say about the Vulture or Bird- 
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Father. Thus Sadko finds himself 
in another womb 一 the waterworld 
of Ptushko's Tsar of the Ocean 一 
the leaving of which then bonds 
him with another female—the 
Tsar's daughter, llmen, the true 
Bird of Paradise following the 
negative Phoenix. After this ad- 
venture, he may return to his 
people (ie., the conscious world), 
enriching them with the fruits of 
his journey. 

As Neumann also explores all 
this from the standpoint of the 
Vulture as an artistic driving force, 
the relevance of this story to the 
filmmaker and to the People 
should be apparent. 

Steve Johnson 
Cleveland Hts., OH 


Alan Upchurch and I greatly ap- 
preciated the consideration that 
went into this letter, and it is re- 
produced here (in a subtly edited 
form) to keep the spores of schol- 
arly cross-pollination flying. 
Speaking of which... 


I had scanned issues of VDEO 
WATCHDOG on the rack previ- 
ously, but had not bought any 
because | am minimally interested 
in horror and sci-fi schlock, prefer- 
ring quality science fiction and 
fantasy. Both of the latter are all 
too rare, and | had never heard of 
Ptushko's films based on the 
greatest Russian and Finnish folk 
legends and fantasies. 

Your readers may be inter- 
ested to know about the Sym- 
phony No. 3 “Ilya Murometz” by 
Reinhold Gliere. This spectacular 
Russian-romantic “Epic-Pro- 
gramme Symphony” runs some 
90 minutes, and is one of the last 
and greatest pieces of Russian 
music before the revolution. The 
only complete stereo recording is 
available on CD: Unicorn UKCD 
2014/15. 

Both “Sadko” and “The Tale 
of Tsar Saltan” were turned into 


delightful fantasy/fairy tale operas 
by Rimsky Korsakov. “Sadko” is 
not currently available, though an 
old mono Ultraphone reissue of a 
fine 1948 performance (with 
wretched fidelity) can often be 
found in big city and university 
libraries. An excellent late ‘50s 
mono performance (with quite 
good fidelity) of “Tsar Saltan” has 
been reissued on CD by le Chant 
du Monde LDC 278 1037/38. 
Typically, but inexcusably, it in- 
cludes trilingual notes but a 
French-only libretto! —Glinka's 


DAVID F. FRIEDMAN 


opera “Ruslan and Lyudmila” has 
been recorded several times andis 
currently available on CD from le 

Chant du Monde. 
Edwin L. Strickland III 
Austin, TX 


VIDEO WATCHDOG has always 
been concerned, first and fore- 
most, with quality, and we hope 
that you haven't confused films 
like GANJA & HESS, BLACK SAB- 
BATH, or the works of Pupi Avati 
with “schlock.” As we delve 
deeper into laserdisc coverage, | 
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Dear Tim: 


Please allow me to warn your many readers of 


an unauthorized, retitled videocassette release 
of my film THE EROTIC ADVENTURES OF ZORRO 
by an outfit in New York called Video 
Dimensions, hereinafter referred to as VD. 


Calling the picture THE NAKED SWORD OF 
ZORRO, VD has removed my original main title 
and copyright notice and superimposed their 
phony title. The cassette quality is poor. The 
original, full version of THE EROTIC 
ADVENTURES OF ZORRO will be available on 
video later this year from a reputable distributor. 


1 urge cassette collectors: Don't patronize 
pirates! Why buy shoddy dupes from thieves 
when quality copies, offered by the makers of the 
films, are available? Don't be misled by movie 
maggots! Stamp out VD! 


Thank you for the use of your fine forum to 
caution the unwary. 


daresay VW will be devoting 
more space to "quality science 
fiction and fantasy" films. Judg- 
ing from this informative letter, 
you certainly have the obsessive 
nature to be one of our constant 
readers! 


3) 
SHE, WHO MUST BE 
ACCELERATED 


Would you happen to know 
who owns the Hammer produc- 
tion of SHE? When it is shown on 
TBS and local stations, it runs 
about 85m. The original version is 
listed at 105m. 

Scott C. Lewis 
Bryan, TX 


SHE (1965) and many other 
Hammer Film productions are 
presently owned by Warner Bros. 
Television. | caught the film dur- 
ing a recent TBS telecast and 
found your 85m timing accurate 
but misleading, as the print was 
visibly time-compressed. If there 
were any cuts ín this sped TV 
copy, 1 doubt they amount to 
more than a few minutes of ac- 
tual screen time. 


THE WES-BONE'S 
CONNECTED TO THE 
PORN-BONE 


Steve Jarvis’ connection of 
Wes Craven with CUT AND RUN 
[VW 3:63-4] was fascinating. For 
your information, Craven's skele- 
tons extend back to his work on 
early 1970's porn, including the 
classic parody IT HAPPENED IN 
HOLLYWOOD, which was co-pro- 
duced by Al Goldstein [of SCREW 
fame]. Craven served a technical 
function on the film and appears 
as a Roman Legion during a par- 
ody of SAMSON & DELILAH. 

Brett Garten 
Gladesville, 
Australia 


THEY CAN KEEP 

THE OPERA HOUSE.. 

THEY CAN EVEN 

HAVE CHRISTINE / 

BUT I'M KEEPING 
TRE 


VIDEO WATCHDOG! 


© Tony Bridges, 1991 


SS 
COUNT, SECULA 


(as Joe Dante mistakenly stated 
way back in VW 1:58); rather, it is 
the standard means of matching 
the running times from one me- 
dium to the other. A second still 
equals a second; it just requires six 
additional frames for NTSC to 
achieve that second than it does 
for 35mm film. Running time dis- 
crepancies do occur when trans- 
ferring between foreign and do- 
mestic video formats (PAL or 
SECAM to NTSC, or vice-versa) 
but, bottom line, if the film PEEP- 
ING TOM runs 101m and Mr. 
Bertino's videocassette clocks in 
at 97m, his copy is 4m short. 

| hope this clears up the 
confusion. 


I'd like to set the record 
straight on an ongoing source of 
confusion, which most recently 
reared its head in your response 
to Maurizio Bertino's letter [VW 
7:64]. 

The European video formats 
PAL and SECAM project images 
at 25 frames per second; NTSC at 
30 fps. (not at 24 fps. as was 
erroneously stated), owing to the 
difference between domestic and 
foreign voltages. 35mm film is 
shown at 24 fps. regardless of the 
country of origin. However, when 
35mm film is transferred to NTSC 
video, every fourth frame has to be 
repeated in order to maintain the 
same running time. This is most 
definitely not “time expansion" 


Michael Secula 
Bethlehem, PA 


e 


I hope so, too. 
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$19.95—USA e $24.95—Outside USA 
Look / / t "s. ne Coming September 1, 1992! 


THE eer tm Book 


By Tim Lucas 


At last, all 32 "Video Watchdog" columns—originally published in GOREZONE 
and VIDEO TIMES—have been fully revised, updated and collected in a BOOK! 
Packed with facts and filled with rare stills, this attractive perfect-bound volume 
is the essential companion to VIDEO WATCHDOG Magazine! 


* Over 400 Pages! 
* Special Retitlings Section! 
* Never-before-published materials! 
* PLUS! A Complete Index to VIDEO WATCHDOG Magazine! 


Special Offer! 


i H 1 Order by VISA/MasterCard or send Cash, 
The first 1,000 copies sold will be signed by the Chook or Money دغه‎ 08:22 


author, numbered in the order of receipt, and shipped VIDEO WATCHDOG BOOKS, P.O. Box 
prior to the publication date! Order your copy now! 5283, Cincinnati, OH 45205-0283. 
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